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Presidente do Instituto Cultural do 
Governo da R.A.E. de Macau 


E com muita honra que apresentamos o trabalho de dois notaveis fotégrafos de épocas distintas: John 
Thomson, o britanico do século XIX também denominado “Thomson chinés” e Wong Ho Sang, contemporaneo, 
natural de Macau. O campo de didlogo gerado pelos jogos de luz e de sombra presentes na obra destes dois 
fotégrafos, transcende 0 espaco e o tempo de cento e cinquenta anos, reaviva memérias do passado e proclama 


0 espirito contemporaneo através de fotografias que vao, com certeza, inspirar e tocar cada um dos visitantes. 


John Thomson foi um dos pioneiros da fotografia documental. Durante uma década realizou diversas 
expedicgées fotograficas pelo Extremo Oriente. Entre 1867 e 1872 Thomson esteve na China e, durante esses 
cinco anos, com o seu equipamento fotografico as costas, calcorreou o pais. As suas fotografias, caracteristicas 
dentro do género documental, registaram um tempo em que o pais enfrentava o atraso e a decadéncia mas 
ao mesmo tempo buscava a mudanga e a prosperidade. Estas sao as mais antigas vistas panoramicas da China 


registadas em fotografia. 


John Thomson soube tirar o maximo de partido dos constrangimentos que a fotografia impée, captando 
o sentido mais profundo com o minimo de recursos. Mesmo quando retrata um canto de uma determinada 
cena, uma personagem de um grupo, um momento de um processo, a forma precisa e requintada com que os 
apresenta real¢a a beleza daquilo que pretende registar. As suas fotografias transmitem uma autenticidade que 
ultrapassa a simples realidade perceptivel ao comum dos observadores. Quando vemos as suas fotografias, sejam 
elas de naturezas-mortas, paisagens ou retratos, temos a sensacao de estar na presenga dos prdéprios objectos, das 


cenas ou das pessoas retratadas. Nestas imagens da vida real, Thomson reflecte sobre a arte de viver. 


A sua capacidade de documentar com toda a vivacidade e de captar a esséncia de um momento e a forma 
impar com que fez tudo isso sao qualidades que dao vida as imagens, tornando-as eternas. A arte da fotografia é 
0 seu “terceiro olho”, aquele olhar especial com o qual observou a China do seu tempo. Ao empreender viagens 
de explorac4o, ao descobrir e documentar a vastid4o indspita, Thomson legou 4 humanidade materiais raros e 
preciosos que permitem apreender o passado e aprofundar o conhecimento. No segredo das suas lentes, chave 
de um trabalho fotografico tao vivo e rico, Thomson conciliou a histéria e o documentario dentro dos novos 


horizontes que a evolugao da fotografia oferecia. 


O fotégrafo contemporaneo Wong Ho Sang possui uma sdlida formacao cultural e uma visao artistica 
abrangente. Vive obcecado pela fotografia mas é também um designer conceituado. Absorveu uma tradi¢ao 


fotografica nunca deixando de acompanhar as modernas perspectivas. A sua personalidade artistica versdtil 


ajuda-o a explorar os horizontes da sua imaginac4o e a propria criatividade. A sua inigualavel arte fotografica 


assente nessa base sdlida e é trabalhada a partir das suas impress6es e das possiveis formas de apresentagao. 


Vale a pena mencionar aqui que as fotografias artisticas produzidas por Wong para esta exposicao 
sao o resultado da aplicagao e do recurso ao método de colddio himido (também conhecido por processo de 
colédio) usado por Thomson ha mais de cem anos. Seguindo as suas pisadas, Wong revisitou as cenas captadas 
por Thomson. No entanto, estes objectos fotograficos — que podem ser cenas de arquitectura, paisagens, pessoas 
ou naturezas-mortas — mudaram com o tempo. Apesar das constantes mudancas, Wong conseguiu invocar 
o sentido de novidade do antigo. Através de uma apresentacg4o contemporanea dos fundos, da composic¢ao e 
do enquadramento, a luz e as sombras da obra de Wong relacionam-se com as de Thomson através de uma 


técnica tradicional. Os espectadores podem perceber as vicissitudes da vida e as mudangas dos tempos através 
da “alteridade” e da “diferenga”. 


A busca artistica de Wong esta associada ao seu interesse pelas técnicas fotograficas. Respeitando 
profundamente o passado aplicou técnicas tradicionais ao contexto moderno. Foi de forma intencional que 
nesta exposico resistiu 4 tentagéo de recorrer 4 tecnologia e a via digital, optando pelo método de coldédio. 
Os trabalhos de Wong sao arejados no estilo, refinados na composi¢ao, ricos nas texturas e intencionalmente 
provocadores. Dentro da especificidade artistica da fotografia Wong buscou e examinou novas possibilidades 
de apresentagao. Nesta nova cria¢ao artistica Wong infundiu valores estéticos modernos em aspectos e técnicas 


tradicionais. 


John Thomson e Wong Ho Sang: a tradicao e a contemporaneidade; um, do passado, 0 outro, do 
presente; um, do Ocidente, 0 outro, do Oriente. O mesmo processo fotografico por colédio htimido reuniu os 
dois fotdgrafos em Macau, nos dias de hoje. Nao haverd um visitante que nao encontre nesta exposi¢4o algo que 


0 toque: seja a beleza da harmonia, a complementaridade de culturas ou a histéria subjacente. 


Em nome do Instituto Cultural, aproveito a oportunidade para apresentar os meus sinceros 
agradecimentos a todos aqueles que tornaram possivel esta exposicao. Um agradecimento especial vai para René 
Viénet que cedeu a sua preciosa colecgao de imagens de John Thomson da série [lustrations of China and Its 
People e ao fotdgrafo Wong Ho Sang que nos trouxe as imagens que produziu pelo processo de colddio himido 


bem como as suas quatro camaras fotograficas feitas de madeira. 
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President of the Cultural Affairs Bureau of 
the Macao S.A.R. Government 


Today it is with our greatest honour that we present the work of two distinguished photographers from 
two different eras. One is a 19” century Briton known as “Chinese Thomson’; the other is Wong Ho Sang, a native 
of Macao. The intersection of light and shadows in the work of these two photographers will generate an immense 
discourse field spanning a century and a half of time and space to rekindle memories of the bygone and proclaim the 


spirit of the contemporary era through photographs that will deeply inspire and resonate with each and every viewer. 


John Thomson was the world’ pioneering documentary photographer. He launched a photographic expedition 
in the Far East that lasted for a decade. Between years 1867 and 1872, Thomson was in China. During this five-year 
period, bearing his photographic equipment on his back, his footprints ranged far and wide over Chinese soil. His 
photographs are distinctive in their documentary style. They serve as records of a time in China when the country was 
backward and decayed but striving for change and prosperity. These pictures are the earliest panoramic photographic 
records of China. 


John Thomson was an expert in expressing his photographic skills to the fullest within the constraints of 
photography. He understood the essence of minimalism and sought to extract maximum meaning from minimal 
elements. Most of his photographs depict a corner of a scene, a character in a group, or a moment of a process. The 
precision and fine presentation of these photographed objects reveal the beauty of the subject. The sense of reified 
genuineness divulged in Thomsons photographs surpasses the perceivable reality observed by the average person. When 
viewers study his photographs, be they still life, landscapes or portraits, they have the feeling of being in the presence 
of the actual objects, scenery or persons. Through his photographic works, the objective of using images of life to reflect 


the art of living is realized. 


Thomson’ ability to document images vividly and to capture the essence of a moment in high resolution 
and in all its uniqueness are the qualities that inject life into his photographic works, rendering them eternal. ‘The 
art of photography is his ‘third eye’, the special eye with which he explored China in macro view a century ago. By 
undertaking formidable journeys to explore, discover and document the vast wilderness, Thomson gifted humankind 
with these rare and precious materials so that in today’ reified history we can learn about the present from the past and 
strengthen our knowledge. ‘The secret of Thomsons lens is the key to his lively and rich photographs. Thomson explored 
for himself a balance of history and documentary under the new horizon in the history of photography. 


As a contemporary photographer, Wong Ho Sang possesses of a solid cultural foundation and a broad artistic 


vision. Not only is he obsessed with photography, he is an expert in design as well. He has inherited traditional 


photographic skills and also acquired thorough acquaintance with modern interpretations. His artistic personality is 
constructed upon his versatility and it is this quality that helps him explore the horizon of his artistic imagination and 
creation. His uniqueness in the field of photographic art is built upon a solid foundation which is developed from his 


impressionistic language and presentation strategies. 


It is worth mentioning here that Wong’ art works in this exhibition are the application and recurrence of wet 
plate photography (also known as collodion process) that Thomson used more than a hundred years ago. Following in 
Thomson’ footprints, Wong recaptures with his camera Thomson’ previously captured scenes. However, these captured 
objects — architecture, landscapes, people, still life and so on — have altered with the passage of time. Despite the 
constant changes of the people and places, Wong manages to invoke the feeling of novelty from the old. Through his 
contemporary presentation of the background scenery, composition and framing, the light and shadows in the works of 
Wong are connected with Thomson’ via a traditional technique. Viewers can feel the vicissitudes of life and changes of 


time through the presentation of “otherness” and “difference”. 


Wong’ pursuit of art is in line with his pursuit of photographic techniques. He has high respect for traditional 
values and never abandons the application of traditional techniques in the modern context. He intentionally resists 
the temptation of cutting-edge technology and repudiates digital image enhancement in this exhibition with this 
contribution of the finest wet plate photographic works. Wong's works are fresh in style, refined in composition, rich in 
texture, and thought-provoking. It is through photography’ unique artistic qualities that Wong seeks and explores the 
possibilities of new presentation. It is also through this new artistic creation that Wong infuses modern aesthetic values 


into traditional techniques and qualities. 


John Thomson and Wong Ho Sang; a traditionalist and a contemporary photographer; one from the past and 
one from the present; one from the West and one from the East. The two photographers are connected here in Macao 
today through the same glass plate. There is something for everyone here. One will surely find resonance with the beauty 


in this harmony of art, complementarities of cultures, and conjunction of history. 


On behalf of the Cultural Affairs Bureau, I would like to take this opportunity to extend my sincere gratitude 
to all those who made this exhibition possible. My special thanks goes to René Viénet who loaned us his precious 
collection of John Thomson’ Illustrations of China and Its People; Wong Ho Sang who produced the wet plate 


photographs for this exhibition and loaned us his four wooden wet plate cameras. 
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Grace Lei 


No século XVII os missionérios europeus viajaram até 4 China, a terra 
descrita em As Viagens de Marco Polo. Os conhecimentos que foram adquirindo 
deste império oriental chegaram 4 Europa através de relatos, cartas, ilustrag6es 
ou foram transmitidos oralmente, sendo posteriormente coligidos e compilados 
por missiondrios eruditos. Entre estas compilagées, aquela que melhor representa 
a forma como a China era imaginada pelos ocidentais sera a China Illustrata 
(1667) editada pelo jesuita alemao Athanasius Kircher, S.J. (1602-1680). O livro 
descreve as paisagens naturais, as crengas religiosas, os costumes locais, a geografia, 
a politica, a arquitectura e as linguas da China e das regidées vizinhas. Estes textos 
estao ricamente ilustrados testemunhando a vivéncia dos missiondrios no Extremo 
Oriente exdtico. Este tera sido 0 primeiro livro a dar uma ideia geral, embora vaga, 
da China aos Europeus. O que é mais intrigante é que Kircher nunca esteve na 
China, conseguindo produzir uma obra de referéncia apenas a partir de testemunhos 
orais, das cartas e dos relatérios enviados por outros missiondrios, com a ajuda de 


vastos conhecimentos e de uma imaginacao fértil. 


Naquele tempo, a China parecia inatingivel ao europeu que apenas podia 
imaginar este império misterioso através dos textos e das imagens. Este obstaculo 
nao diminuiu a sua curiosidade, pelo contrario, alimentou a atracc4o pela mistica 
e pelo exotismo levando-o a fantasiar nas suas artes decorativas, o que deu lugar a 


Chinoiserie, em voga durante duzentos anos. 


Johan Nieuhof (1618-1672), um funciondrio da Companhia das Indias 
Orientais Holandesa, tera sido o primeiro europeu a narrar e a ilustrar cenas da 
China a partir da sua prépria experiéncia. Em 1655 viajou até Pequim integrado 
numa embaixada holandesa que ali se deslocou com o propésito de estabelecer 
trelag6es comerciais com a China. Embora a missdo tenha fracassado, Nieuhof 
escreveu e desenhou o que viu ao longo dos dois anos de viagem. Estes escritos, 
acompanhados de gravuras feitas a partir dos seus desenhos, foram publicados no 
relato intitulado An Embassy from the East-India Company of the United Provinces 
to the Grand Tartar Cham, Emperor of China, Deliverd by Their Excellencies Peter 
de Goyer and Jacob de Keyzer, at His Imperial City of Peking (1669). Este livro 


contém as primeiras ilustracdes da China produzidas por um europeu, cobrindo 
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uma rica variedade de temas incluindo vistas de montanhas grotescas, frutos e 
plantas exoticas, chineses retratados com tracos barrocos, etc. Apesar de afectadas e 
exageradas, as suas imagens s4o fantasticas e comoventes. Tendo sido publicado em 
diferentes paises europeus, cedo os aristocratas comegaram a utilizar os simbolos e 
os padrées chineses na construg4o dos seus palacios e jardins, tendéncia que acabou 
por se estender 4 producdo de porcelanas, a tapecaria e as artes decorativas. Por 


conseguinte, podemos afirmar que o trabalho de Nieuhof preludiou a Chinoiserie. 


A Europa do século XVHI, passando por reformas politicas, pela Revolugao 
Industrial e em pleno Iluminismo, conheceu grandes avancos politicos, econédmicos 
e culturais. Os diversos paises europeus tentaram estabelecer relacées cometciais 
com as varias regides da Asia, e enviaram delegacées diplomaticas 4 China tentando 


abrir a porta deste misterioso império. 


William Alexander (1767-1816), que acompanhou Lord George Macartney 
(1737-1806) & China em 1792, foi um dos muitos artistas que integraram 
delegacées diplomaticas. Na sua viagem de Macau a Pequim, Alexander produziu 
um grande numero de desenhos, retratando cenas de rua, paisagens, arquitectura, 
soldados, trajes femininos, e ainda o momento em que o Imperador Qianlong 
recebeu o enviado britanico 4 Cidade Proibida. Pode-se afirmar que o trabalho de 
Alexander foi a primeira tentativa de representar a China real. Apds 0 seu regresso a 
Inglaterra, Alexander aguarelou os seus desenhos e produziu uma série de gravuras 
(ver Figuras 1 & 2). Imbuido de exotismo oriental, o seu trabalho gozou de imediata 
popularidade nao apenas em Inglaterra, mas por toda a Europa, alimentando desta 
forma a imaginacao dos europeus a respeito da China. A sua obra foi publicada nos 
livros ilustrados mais impositivos sobre a China, incluindo An Authentic Account 
of An Embassy from the King of Great Britain to the Emperor of China (1797), The 
Costume of China (1805) e Picturesque Representations of the Dress and Manners of 
the Chinese (1814). A China observada e retratada de forma to vivida e rigorosa 
nestes desenhos, deixava de ser fabulosamente fantdstica, para se aproximar mais 
da realidade. No entanto, e pelo facto de ser proveniente de uma cultura diferente, 
Alexander tinha inevitavelmente preconceitos sobre a China, notando-se um certo 
grau de exagero e de desvio em muitos detalhes dos seus retratos. Sem dtivida, para 
obter um retrato visual mais fiel da China, seria necessdrio esperar pela camara 


fotografica. 


Martyn Gregory Gallery. 


Figura 2, Uma mulher nobre, gravura, 
aguarela sobre papel, 1793. Imagem fornecida por Martyn Gregory Gallery. 1814. Imagem fornecida por 
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Figura 3. Praia Grande, daguerreétipo, 1844. Coleccao da 


Apés a invencao da fotografia em 1839, 
a primeira camara fotografica tera chegado a 
China pelas m4os de oficiais militares ingleses 
durante a Primeira Guerra do Opio (1839-1842). 
Em 1844, Jules Itier (1802-1877) produziu as 
primeiras fotografias da China de que ha registo. 
Itier era um funcionario alfandegario que fazia 
parte da representa¢ao diplomatica francesa que 
passou por Macau a caminho do continente, para 
negociar os detalhes do Tratado de Whampoa. 
Itier despendeu algum do seu tempo disponivel 
em Macau, a fotografar a Praia Grande (ver 


Figura 3), o Templo de A-Ma, o Porto Interior 


Fundagao Henry Fok / Imagem fornecida pelo Museu de ea Taipa utilizando o daguerredtipo. Durante a 


Arte de Macau. 


sua estadia em Cantao retratou Keying (0 entao 
Governador-Geral das duas provincias Kwang) e a familia do conhecido comprador 
Paw-sse-tchen. Fotografou ainda as ruas, as feitorias estrangeiras, e 0 momento 
da assinatura do tratado. Depois do seu regresso a Franga, reproduziu as suas 
fotografias no relato Journal d’un Voyage en Chine en 1843-1846, 0 mais antigo 
registo fotografico dos habitantes e das paisagens chinesas desde que a fotografia foi 
introduzida na China. Tendo permanecido numa 4rea relativamente restrita e num 
periodo de tempo muito curto, Itier mal p6de compreender os costumes do povo 
chinés e as circunstancias sociais do tempo. A China real sé seria verdadeiramente 
mostrada pelos fotdgrafos que integraram as companhias militares enviadas pelas 


poténcias imperiais ocidentais. 


A principio confinados as areas costeiras do sul da China, os fotdgrafos 
ocidentais entrariam pelo continente adentro durante a Segunda Guerra do Opio 
(1857-1860) acompanhando as respectivas forcas militares. Além das paisagens e da 
arquitectura fotografaram cenas de guerra. O britanico Felice Beato (1832-1909) foi 
um desses fotédgrafos que veio 4 China em 1860, integrado numa companhia militar, 
que péde registar o pés-guerra. Foi ainda o primeiro fotégrafo a ser autorizado a 
retratar a familia imperial chinesa, conseguindo um inestimavel registo fotografico 
do antigo Palacio de Verao antes de ter ardido por completo. Na sua incumbéncia de 
fotografar cenas de guerra, Beato focou a sua aten¢a4o nos soldados manchus mortos, 
produzindo imagens que deixavam transparecer a perspectiva triunfante de exibic4o 
do poderio militar do império britanico. Ao contrario deste, John Thomson (1837- 
1921), fotografou a vida quotidiana do povo chinés numa perspectiva humana. O 


respeito pela China e a sua atitude amistosa valeram-lhe 0 epiteto “Thomson, o 


Chinés”. 


Nascido em 1837 numa familia de negociantes de tabaco de Edimburgo, 
Escécia, Thomson foi aprendiz numa oficina de instrumentos dpticos onde conheceu 
os principios da fotografia, enquanto frequentava as classes nocturnas de uma escola 
de arte. Em 1862 veio para Singapura e abriu o seu prdprio estudio de fotografia. 
Viajou para a Tailandia e Cambodja, sendo o primeiro fotdégrafo a registar imagens 
de Angkor Wat. Depois de ter viajado pelo sudeste asiatico, decidiu estabelecer-se 
em Hong Kong. Em 1868, o J. Thomson Studio comegou a funcionar no edificio do 
Commercial Bank em Queen’s Road (ver anuincio do jornal The China Mail, de 11 


de Marco de 1868). Mais tarde mudou-se para junto do empério Lane Crawford’s 


Aull 


Messrs & Co., situado na mesma rua (ver anuncio do jornal The Daily Press, de 26 de 
Maio de 1870). Nessa altura Thomson produzia sobretudo retratos e panoramicas, 
contribuindo regularmente para a mais antiga revista fotografica da Asia Oriental, 
The China Magazine. Apés dois anos de preparativos, quando se sentiu pronto para 


iniciar a sua expedi¢4o fotografica pelo continente, vendeu o estudio. 


Entre os finais de 1870 e 1872, enquanto residiu em Hong Kong, Thomson 
foi por duas vezes ao continente e visitou muitas cidades da China, incluindo 
Cantao, Macau, Swatow, Chaochow, Amoy, Formosa, Foochow, Shanghai, Ningpo, 
Nanquim, Hankow, Wuhan, Tientsin, Pequim, viajando ainda pelo Yangtsze. 
Ao contrario da maioria dos fotdgrafos ocidentais da época que tentava captar o 
exotismo da China, Thomson concentrou-se em aspectos sociais, nas pessoas das 
diferentes camadas sociais, na sua vida quotidiana, nas cenas de rua e de comércio, 
nas paisagens naturais, bem como na actividade exercida nos chamados “portos dos 


tratados”. 


Na era do processo de placa htiimida, Thomson tinha de carregar 0 pesado 
equipamento fotografico e um grande numero de placas de vidro. Para chegar a 
lugares até entao nunca alcangados por ocidentais, teve de enfrentar rapidos, escalar 
montanhas ingremes tudo isto sob condi¢ées climatéricas duras, e ao mesmo tempo 
aguentar a hostilidade, a suspeic4o, e até alguma reacc4o mais violenta dos locais. 
Embora a tarefa fosse dificil, conseguiu ultrapassar estas adversidades, tal era a 
vontade de fotografar a China. No seu livro J/lustrations of China and Its People 
(1873-1874), Thomson escreveu: 


“Gomi esta intencao, fx da cémara uma companheina constante das minhas: 
deambulacbes, ¢ w ea devo w reproducio, fuel dos cenarios, que visiter, & dos 
tipos de raca com os quaus, me cruzel. Aquelas. pessoay familiarizadas, conv 


os chineses © as suas) supersticoes: profundamente, enraizadas, compreendenv 
_Jacilmente cls dificuldades, & 08 perigos que w minha taref acarretaoa.” 


A acrescentar a estas dificuldades, estavam aquelas associadas ao processo da 


placa himida: 


“Five w minha propria eccperiéncia amarga 
desse vento do noroeste. Quando executei w 
imageny que oro introduzo- aos meus’ leitores, 
(ver Figura 4) estava numa camada de neve 
de dezoito- polegadas. Gom o termdmetro a 
acusouy wn temperature baixa, diria perto- do- 
zero Fahrenheit, contratei wun grupo de cules, 
para segurar wy minha tenda escura, pow: a cada 
momento- 0- VentO- AMLACAUG CUTeMESSCUY OS) SOUS) 


apotos:. Quando lavava a placa do- cianeto- de 
potassio- wague congelow w superficie, formando- 


Figura 4. Estabelecimento Chefoo, processo por colédio himido, pingentes, de gelo nas: suas bordas pelo que fui 


eD, 


c. 1871. 


JSorcado., para salvar a unageny, w dirigir-me 
a ume casa natiow na vvz CU para descongelar w placa, y puto av wn 


Sequeira” 


Talvez valha a pena mencionar que, antes de ter vindo para a China, Thomson 
consultou os escritos e as ilustracées previamente executados pelos missiondarios, 
enviados e pintores. Encontra-se alguma similitude entre a sua forma de retratar os 
soldados, monges, comerciantes, prisioneiros ou os trajes femininos e as gravuras 
e os trabalhos aguarelados de William Alexander. Tal como Alexander, Thomson 
tinha um olhar fino para a indumentaria e para os penteados das mulheres chinesas, 
fotografando-as zelosamente. Num tom bem humorado, Thomson dirige-se da 


seguinte forma 4s leitoras ocidentais: 


“O& penteado- apresenta-se env estilos' muitos’ variados dependendo- das, 
provincias. Daqui por diante vow dar alguns excemplos, que, w todos os 
niveis, sao os mais: elaborados © que excigeny ww esmerada manipulacto-. 
Alguns. penteados, _femininos, sao muito pttorescos @ podem, _fornecer as, 
nossas compatriotas, algumas, sugestoes.” 


Num outro artigo, ele enfatiza: 


“fal, como- podemos, observar os) carrapitos sao- diferentes, entre si, e todos 
merecenv unr estudo- cuidadoso- por parte das senhoras do- O-cidente. Fazer 
unv penteado- cony formay fantasticas ¢ uma tarefa naturalmente dificil ¢ que, 
muito provavelmente, nito- admite imitadores espiurios, no nosso: pais, pois 
poucos serao- capazes de despender tanto talento e energia nessa tarefa.” 


Pelo seu trabalho podemos perceber que Thomson era um fotdgrafo socidvel. 
Apesar da diferenga cultural, tentou aproximar-se dos chineses das mais diversas 
classes sociais, nao apenas dos nobres e dos ricos, mas também do cidadao comum 
e dos pobres. O seu livro retine retratos de membros da familia imperial, de altos 
funciondrios manchus ou da etnia Han, de comerciantes e compradores, mas também 
de pedintes, de vigilantes e varredores de rua. Thomson percorreu muitas ruas e vielas 
com energia e paciéncia, e retratou a China numa atitude préxima daquela assumida 
pelo positivismo antropoldgico e sociolégico. Ao regressar a Inglaterra, interessou- 
se por dar a conhecer a China real aos europeus publicando dlbuns fotograficos, 
escrevendo relatos das viagens e participando em semindrios. Thomson tentou 
firmemente mudar os esteredtipos dos europeus a respeito da China publicando nao 
apenas muitas das suas fotografias em livros, mas também escrevendo sobre aquilo 
que viu e ouviu nos locais por onde passou nas suas viagens. No ultimo capitulo de 


Illustrations of China and Its People, Thomson expée abertamente a sua intencao: 


“Dow concluirs por consequinte, expressando- w esperanca de que o- trabalho- 
transmita wn impressao, fuel dos, lugares, por que passev, e das, pessoas: tal 
como- as encontret, de, , forma @ que os meus) cinco anos de trabalho nao 


tenham sido- env vio” 


O fotédgrafo americano Lewis Hine (1874-1940) disse um dia “Que o 
Testemunho Humano deve manter sempre o presente e o futuro em contacto 
com o passado.” Neste sentido, as fotografias de Thomson oferecem ao ocidental a 
oportunidade de conhecer a China, e a nds, chineses, de melhor apreender a realidade 
dos finais da dinastia Qing. Cada pega é um fragmento que nos reaproxima de 


figuras conhecidas, da vida quotidiana e das espléndidas paisagens daqueles tempos. 
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Juntos, estes fragmentos dao uma perspectiva formidavel da histéria. Distanciando- 
se da obra dos seus contemporaneos, Thomson deixou-nos uma rica colecg4o de 
fotografias da China de grande valor informativo. Do Ocidente ao Oriente, da 
fantasia 4 realidade, a explorac4o europeia da China espelhada nos relatos dos 
missionarios do século XVII, prosseguiu na representacao artistica do século XVIII. 
Nos primeiros duzentos anos de contacto, a compreensao que o ocidental podia 
ter da China restringiu-se a esses escritos e desenhos. Contudo, o aparecimento da 
camara fotografica melhorou nAo apenas a experiéncia visual, mas também encurtou 
a distancia mental, e sobretudo retratou de forma mais fidedigna a sociedade chinesa. 


A camara fotografica tornou-se, sem dtivida, o meio mais adequado para traduzir a 


realidade. 


, Graeaee Lede 


In the 17” century, European missionaries came to China and propagated the 
knowledge about this oriental empire depicted in The Travels of Marco Polo back into 
Europe through their reports, letters, illustrations and oral records, which were collected 
and anthologized by the erudite missionaries in Europe. Among these anthologies, the 
one that can best represent the Western imagination of China must be China IIlustrata 
(1667) edited by a German Jesuit, Athanasius Kircher, S.J. (1602-1680). The book 
comprehensively introduces the natural landscapes, religious beliefs, local customs, 
geography, politics, architecture and languages of China and those of its neighbouring 
regions. These writings are richly illustrated to show the missionaries experience in the 
exotic Far East. This book could be said to be the first one to provide the Europeans with 
an overall yet vague impression of China. What is intriguing about this book is that, 
Kircher had never been to China, while he collected other missionaries oral records, 
letters and reports and put up this masterpiece with the aid of his vast knowledge and 


rich imagination. 


At the time, China still seemed unreachable for the Europeans who could but 
imagine this mysterious empire through writings and illustrations. However, this 
inconvenience had not discouraged their curiosity, but rather they were drawn to its 
mystique and exoticism in so far as they fantasized about it in their visual arts, which 


gave rise to the vogue of Chinoiserie that lasted for two hundred years. 


Johan Nieuhof (1618-1672), an employee of the Dutch East Indies Company, is 
thought to be the first writer who derived writings and illustrations about China from the 
first-hand experience. In 1655 he travelled to Peking along with the Dutch diplomatic 
corps aiming to establish trade relationship with China. Although their mission ended 
up a failure, Nieuhof managed to write and draw what he saw during the two-year trip. 
His writings accompanied by his drawings made into engravings were published as a 
travelogue in An Embassy from the East-India Company of the United Provinces to 
the Grand Tartar Cham, Emperor of China, Deliver'd by Their Excellencies Peter 
de Goyer and Jacob de Keyzer, at His Imperial City of Peking (1669). Thus the book 
contains the earliest illustrations of China given by the Europeans, covering a rich variety 
of themes including grotesque mountain views, exotic Asian fruits and plants, Chinese 


men with a Baroque touch, etc. Albeit stiff and exaggerative, his works were quaint 
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and impressive. As this book was translated into many European languages, European 
aristocrats started to have imitations of the Chinese images and visual patterns in their 
design of palaces and gardens. Its influence was extended to the design of porcelain, 
tapestry and light decorations. Therefore, Nieuhof's work could be said the prelude of 


Chinoiserie. 


Undergoing the political reform, the Industrial Revolution and the Enlightenment 
in the 18 century, Europe started to make great strides in its politics, economy and 
culture. The European countries made every endeavor to establish trade relationships 
with the many regions in Asia, and sent diplomatic corps to China in the attempt to open 


the door to this mysterious empire. 


William Alexander (1767-1816), who followed Lord George Macartney (1737- 
1806) to China in 1792, was representative of the many artists who came to China 
along with the diplomatic corps. In his trip from Macao to Peking, Alexander produced 
a large number of sketches, including those of street scenes, landscapes, architecture, 
soldiers, women’s dress, as well as the scene of the Qianlong Emperor receiving the 


envoy in the Forbidden City, Alexander's realist work could be said the first effort to 


After photography was invented in 1839, the first camera reached China in the 
English military officers hands during the First Opium War (1839-1942). In 1844, 
Jules Itier (1802-1877) produced the earliest photographs of China in record. Itier was 
a customs officer of the French diplomatic corps that passed through Macao and entered 
the mainland to negotiate the details in the Treaty of Whampoa. Itier spent his spare 
time in Macao on photographing Praia Grande (see Figure 3), A-Ma Temple, the Inner 
Harbour and Taipa with daguerreotype photographic technique. During 
his stay in Canton, Itier portrayed Keying (then the Governor-General of 
the Two Kwang Provinces) and the Paw-sse-tchen’s family (Paw was then a 
well-known comprador). He also photographed the streets, foreign factories, 
and the scene of signing the treaty. After he returned to France, he published 
the engravings of his photographs in the travelogue, Journal d’un Voyage 
en Chine en 1843-1846. His work is considered the earliest photographic 
depiction of Chinese men and Chinese landscapes after the technology of 
photography was introduced to China. As he stayed in a relatively small area 
of China during a limited period of time, Itier understood very little about 
Chinese peoples custom and the social condition of the time. During the war, 


Western imperial powers sent photographers to China along with the armies, 


Figure 3. View of Praia Grande, daguerreotype, 1844. ; 
Collection of Henry Fok Foundation / Image and henceforth the real China was exposed to the lenses of the Europeans. 


provided by Macao Museum of Art. 


present a real China. After he returned to England, Alexander tinged his sketches with 


watercolour or made them into engravings (see Figure 1 & 2). Imbued with a strong 


sense of oriental exoticism, his work enjoyed an immediate popularity in England, and 
throughout Europe, and in the meantime, gave shape to the Europeans imagination of 
China. His work was published respectively in the most authoritative illustrated books 
about China, including An Authentic Account of An Embassy from the King of 
Great Britain to the Emperor of China (1797), The Costume of China (1805) 

and Picturesque Representations of the Dress and Manners of the Chinese (1814). 

Acutely observed and rigorously depicted by Alexander in his realist picturesque sketches, 

China is no longer mythically bizarre, but rather appeared to be faithfully realistic. That 
said, as Alexander was from a rather different cultural background, he unavoidably 
had bias towards China and many details in his depiction still show a certain degree of 


exaggeration and deviation. To truthfully record the visual feature of China, the camera 


became a crucial means. 
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Chinese barges of the embassy preparing to pass under a bridge, Figure 2. A lady of rank, 
watercolour on paper, 1793. Image provided by Martyn Gregory Gallery. engraving, 1814. Image 


provided by Martyn Gregory 
Gallery. 


At first, Westerners photographic activities in China were confined to the southern 
coastal areas. Not until the Second Opium War (1857-1860) did the photographers 
followed the armies to the mainland. They photographed not only landscapes and 
architecture, but also the battle scenes. British photographer Felice Beato (1832-1909) 
came to China with the army in 1860, and took pictures of the aftermath of the war. 
Beato, the first photographer permitted to portray the Chinese imperial family, managed 
to keep a treasurable photographic record of the Old Summer Palace before it was burned 
down. As a photographer accompanying the army, Beato focused on the corpses of the 
Manchurian soldiers and shot these pictures from a triumphal perspective, flaunting 
the military power of the British Empire. Unlike Beato, John Thomson (1837-1921), 
however, photographed the daily life of Chinese people from a humanitarian perspective. 
His respect for China and his friendly attitude earned him the reputation “Chinese 


Thomson’. 


Thomson, born into the family of a tobacco trader in Edinburg, Scotland in 1837, 
became an apprentice to an optical instrument manufacturer and learned photographic 
skills during his youth, meanwhile attending the evening class of an art school. In 1862, 
Thomson came to Singapore and started his own photographic studio. He travelled to 
Thailand and Cambodia, and became the first photographer to take pictures of the Angkor 
Wat. After his travel in the Southeast Asia, Thomson decided to settle in Hong Kong. In 
1868, he established the J. Thomson Studio inside the building of the Commercial Bank 
on the Queens Road (see the advertisement on The China Mail, 11” March 1868). 
The studio was later moved next to the Lane Crawford’ Messrs & Co. on the same street 
(see the advertisement on The Daily Press, 26% May 1870). At that time, Thomson 
mainly produced portraits and landscapes works. He became a frequent contributor of 
the earliest photographic journal of the East Asia, The China Magazine. After spending 
two years on the preparation, Thomson sold the studio and was ready for his photographic 


travel into the mainland. 
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Based in Hong Kong between the end of 1870 and 1872, Thomson went twice 
into the mainland and visited many cities in China, including Canton, Macao, Swatow, 
Chaochow, Amoy, Formosa, Foochow, Shanghai, Ningpo, Nanking, Wuhan, Tientsin, 
Peking, as well as Yangtsze. Unlike most Western photographers at the time who tried 
to capture the exoticism of China, Thomson focused on Chinese society, the people of 
different social classes, their daily life, street and market scenes, natural landscapes, as 


well as the trade scenes in the treaty ports. 


In the era of the wet plate processing, Thomson had to carry heavy photographic 
equipment and a large number of glass plates. In order to get to the places where Westerners 
had never reached before, he had to cross rapid rivers and climb steep hills in the dreadful 
weather, and at the same time put up with the hostile, suspicious, and at times violent 
treatment of the local people. Although the task was difficult, he eventually overcame all 
odds with the aspiration to photograph China. In his book llustrations of China and 
Its People (1873-1874), Thomson writes: 


‘With this intention J made the camera, the constant companion of my 
wanderings, and to it SF am indebted for the faith{ul reproduction of the 
scenes. J visited, and. Of the Lypes Of race with which J came trto- contact. 
Those familiar with the Chinese and their deebly-rooted superstitions will 
readily understand that the carrying out of my tash involved both difpcully 
and dange:’ 


What is more, he also writes about the difficulties in working with the wet plate 


process: 


‘Shad my own bitter experience of that north- 
west wind. When JF executed the illustration 
which TF introduce to my readers. (see Figure 4) 
TS was standing in eighteen inches of snow byt. 
Dhe thermometer being OLY low: Fe should. SHY 
c nea: zo Fabrerhett, J had engaged a Gl OUpy 
: me oS coolies to hold. Dp dark room down, for the 
wind threatened every moment to hurl it off tts 
= kegs. When washing the plate free from cyanide 
Ber of potassium the wate froze on tts suuface, and 


5 ih See hung in icicles wound tts. edges, so that tr order 
ia] a = 
Figure 4. Chefoo Settlement, wet plate process, c. 1871. lO save the picture TS was forced to take it to 


a neighbouring native house, and there to that 
the ice above afwe. : 


Perhaps it is worth mentioning that, before he came to China, Thomson looked into 
the writings and illustrations previously done by missionaries, envoys and painters. The 
depiction of soldiers, monks, tradesmen, prisoners, and women’ dress in his photographs 
was found similar to that in William Alexander’ watercolour works and engravings. 
Like Alexander, Thomson had a keen eye for Chinese women’ dress and hairstyles, and 
so he photographed them ardently. In an article, Thomson humourously introduces them 


to the Western women audience: 


‘The coyfjure presents. a variety of styles dffering in the ferent provinces. 
Hereafter S shall supply some examples of these, which tn every instance 
aremost elaborate, and achicved by punstaking manipulation. Many, Of the 

pattans of the female headdress are very picturesque and might furnish our 


OW COUNLLYWOTMEW with hints.” 
In another article, he emphasizes: 


‘As will be observed, the chignons are each of them dfferent, and all althe 
deserve carul study by the ladies of Western lands. She dressing of the 
hatr into fantastic forms is naturally a difficult task, and one which, most 
probably, would shut out spurious imitators th our own country, for few- 
could throw their whole mind and energy into work.’ 


We can observe from his work that Thomson was a sociable photographer. Despite 
the cultural differences, he tried to befriend the Chinese people of different social classes, 
not only the noble and the rich, but also the common and the poor. His book collects 
the portraits of the imperial family members, Manchurian and Han Chinese officials, 
merchants and compradors, as well as beggars, night watchmen and scavengers. Thomson 
passed through many streets and lanes with stamina and patience, and made realistic 
photographic record of China keeping in mind the positivism in anthropology and 
sociology. After he returned to England, Thomson was keen to introduce a real China 
to the Europeans through publishing photo albums, writing travelogues and holding 
seminars. Thomson vigorously attempted to change the Europeans stereotype of China 
by publishing not only a lot of photographs in his books, but also wrote illustrations 
about what he saw and heard from the locals during his journey. In the last chapter of 


Illustrations of China and Its People, 7homson honestly reveals his intention: 


‘S wlll conclude, therefore, by CPL CSSUY the hope that the work will CONOY 
afuilhfiul NPL esston Oo the places. over which Muy OULTLCYS extended, and ‘of 
the, people aS: Sfound thelr, SO- that my five 2YCUN'S, s labour MNUY Ot have been 


We 0a.” 


The American photographer Lewis Hine (1874-1940) once said, ‘Ever the Human 
Document to keep the present and the future in touch with the past.’ Seen in this light, 
Thomsons photographs offer an opportunity for the Westerners to know about China and 
for us to know better the reality of the late Qing China. Every piece is a fragment that 
re-familiarizes us with the renowned figures and the life in those days, as well as the 
splendid landscapes and the traditional dress of the time. These fragments come together 
and provide a remarkable glimpse into history. Unlike the work of his contemporaries, 
what Thomson left to us is a rich collection of photographs about China that carries 
great research value. From West to East, from the fantasy to the reality, the Europeans 
exploration of China was started with the missionaries written records in the 17” century 
and followed by the artists representation in the 18” century. In the first two hundred 
years, Westerners understanding of China was restricted to those writings and artworks. 
However, the appearance of the camera not only improved the visual experience, but also 
shortened the mental spatial distance, and moreover it truly depicted Chinese society of 


the time. The camera is the most faithful medium that translates reality. 
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He win ELH TE «HE feel Bid Ht BB A ae 


(1874 ) WERE ES 


Se ER 
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KORE tm a & 
K hi WB 
we TK 
AK SE Bl RO 


KRAREEUA WURHLEMEMFERZLY: AHEMAK 
B HAAAMEMM | BE-WHRMBA BERR-UMY 
Me TERE RO AKEBML LAB ZH te 
GUNS L > RLPROR PRARAA Lt 
HRS WE RRAAREM 


—— AIS > Ba > CRS)» 1891 


SRDS + Vea RRR GK Ce MP Tad eA AY ok SSR ER > TB a es SE 
SOA Hae a A AS (ie BY PAL Bee Ro es — FE CR ESE CE 
[ak Bred Ft ak] A 1G) BS > ay PE a ae eS a as Bd eZ ET LI SCE HEA 
fa ee HOT SHER - MGR (Frederick Scott Archer) SHA AY-A MBB HERZ A ( 
MARPAC ) EA AAS > MAIC HT SE > (EUR JERR» EEE GE Ope 
Ase Yims 1) Yoo AR a st Se BHM °° A EAB Be > He EEE TT 
EAMES + AMANIZ GEE A Bete AB ee > FU Wee res SS A HTK 
Re ae Te A ° 


fit CHE Tis BTS 1 8605F BERET KH A TART ° HRA A > Ball 
JE TAME Die) AS 7 EUTEE Be» DEL Wen Va Feat RI To PER FC (UE IY tae 77 A HBR ED. 
BG > APY a Zs Be ic DT REEL Hae BS EY Hie Se LA Bl DH BT Hi BE ° Ba 
IE IG Doe) I Re SE Ha EY RABE + aR IR 9 TE Be TPS Ae A EE FU BGS OD SATB DE BS 
Be ARERR - EF + Haver - FERAL (William Henry Fox Talbot ) #1] 
AEB Aa TK OZ AE + RPT BCH BS > Aer > BARE AA HIE 
WAAR A (rie BE ie — ERY ° ASE Me > (CA 
PETE WAI AHS ARAN © TT BR A Bi Sta TS HG + — WEE ic TS 
HHL + EWA TTT IETS © FEEL CE oe cn teat Ha Te Has kB f+ EE 2 a 
> AAR RSPB ° (se > HIB ACAR t — PALA ° RAE Hi aR 


K fis Bs Fr 
et BL 


18604 De 
K Wis BE He BE HK 
Wo HE 


ee DA SIR EEE Jo AG IB > Per IS a OA MO Ac SG 2 2 PP JS WA Jak G3 
FESR 1G VR Fk ER We] EG > ke SEL FP BBS VAN HE 1 MR OG 5 FER RH Dd ke Es TH HE 1 
HUG 3 PR Pee FA SUE > Eee SO) SC FH ik A it HE FT EE ° 


fn 2 FN he ETE LE 2k RE 7 a Sg XIE) Fo CET AZ 
WET HE TAM > AR BITE DORM TUR + RE SE > EB PLA Eo 
fi TEN E> Hee rie BOB EDALAK > (EASY ZT] o DEERE > eae Hil Tig BaP 
Ak Tt) EU oe SF SG SF HSA TS OB RR TH SL + FRE HS 7 FE SURE + TE CAE 
WR HEAD LG ER GE ° DAE AP > LTRS + Ws 28 Ce RC Hi HN RG 
Fisk TEA Te) IN IRF A HE 1° BRE os MED A A> PL BR I Tt 
AN JS 2 GL] > PH SP BAL >) oe A al BC A 7 DE 
PRES Fr EFS IT Ta ER ° 


es WAP ME ce > Hae Ba ied SS FB Fa GBS FTL AI BESS HET 
FE PRD VIR IG + PR eve ZA Del BM iG ee e+ A TG TE A IY eS Fi UB 
Honk OS at SEN BAC BFE AS — OG) AEH EN hr SS WB A HEE TT EL 


FSR AN EAS re = NER e+ HAE Fa DET GH Wg HE TAO) KT BE > DAE BRIS 
Pet LVS BEL HL + PR a MEE FD PAE BY HE 17 > FERS a TE 
HCE Beh De] Bebe Pa EY UG a + Be ER aR AE DE TRS + A AE — 
Fe FN PFE BR IMA Ye > SY EB EF EY 


AK Bis ES TET Ce SEG Tid LAS A tt Ta YS YEE > Gl PB 
TE Ait 2 HE Te ES EY HR ABE © BL Yt EEE AND a TA OY BR HE + CEH iF LAS HA 
(AAS eS 5 HELP A Wis WB aa TS UR > GRRE ce BE EW EW AB HE HH BG 
BBWC > GIP IR IGN > PR Ne HE TTT © Fe WU Hk Re a GR i EPA 
RY tir Al — TU See EER TEAK EU DEE RZ A 


18602F: » HERE A PE RHC AGIN ~ BEWL (Thomas Sutton) ££ Photographic 
Notes HERE ALR) HVE TRIE Or Ak MABE ECT WENA © HR 
eee Lanee at Le ee une Ec, eee 
WPS ORE HR I EB Wk FG (00 EE BE PH EG HB Hg DART ° 
HP ICEL TELE (Phillip Delamocte ) BAIR ICHLAL BR AIAES HE Al A 
JWI TER RRB © ALR 


“HE: MSRARA KIB AA RY ROC °” 


lr be Bl : 


“FKL RG FEE A fe BE Fe ek I 7K eis BY EPL ee 
AK TIED REE > TR Ta Th Eo” 


Sl 
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ee B78 ¢ 


“HAA A (Mr, [Francis] Frith ) 4—3#18594E8 A 1 HERA eh 

fae Bi: RGR A KIB SE RIE HEE co BLE KR (LS 
YR) > AVE AE) YR ( RB ISH) > ARES EDN 
HHH Roo Ft 4h i 2S He A EY AR (3 Ht ) > 
5 — HAR oo SAMBA ER: BA ae 
RNR: Bt RA NRARRU RRM MRD NIBH 
| to LAs Ee AR. BW AWS So” 


EL IRS oy HEE 30 TE EV a EE HT SSH + Wee ed TE TE A 
BET ABE FA is WS Ham Ta EE STL A Pin BR EE i BT 
YC RE BR > A Aa fe SI ° TE ET ESI 1 8605F8 7 Aa PE 
IAA Beta A CTR BFE NR 


“FUROR Fat BRR T > RA IEE RRR c 8 
Hod > RGA BH > BIR AE Eo ATRL KB KB 
ARM ET | BOAR BUN BD > 48) Zz ae AE tH BN Ble > HE 
Am RAR HAT PIM SLEW o ER NI RLH 
TIA 130% > TH ETE THY Ut tH Ryo” 


HEATH te ER SER Te > TEA FC AY TE sin) AT aed LSE ° 


ai WL OY FE SZ BUH rs — AN Ha HT + A Bd AS 
it - SEAEE (Dr. Thomas Keith) ° SERRA IGE HT > HEH 2A 7E GRR te 
WELZ PE AT Hak ° FEE TES + ie CRUSE Te TAL ce BCS ° 18064F > By 
na Ce Ps Hb Tin Tg EE: 


“RAP ANRRME ARR ETHER N ER OE 
BA )RR: AGB ABAUHERS CRA 
‘iY BEE > RHEE a AY PE te > EAL Te A SE EY Fe EL 
RRP BG > Hes eS 2s Be A RAR RIT > Be BB 
Ho Hw BUR Y Bee ede re RRA fi AE HO > 
RAR oc RR RA SRA ABR MIE R RRB IRE 
A ERG HY He BY Ae SB RRR He BH 
TE Bah aie EY SS Fe LB) I > THAR Bl Ae 
BU RAR Eo TRAAILK > Hw BHR OE ie Bes tel 7 AE 
Eee fe RAS PAIR TE OTe A ed BR Eo” 


BRT PSEC RR LSS + Ba EH BY were he HT ea: 


“FR AH RL a > JL Ea BBR > He He FR HE EN Be ET 
AFERAE ° RHR ETE me SEM Ret NMe 


BL ARR A ER BR A MK RRR PR 
ERY HAT Sita FG eT ET YS Ne AAR ES RAR HH BR Ok PY 
THOU > th AG tH Bl BLE RZ OT Eo” 


(Rig METER ETS AEP ESE > WYTHE BERL “HOSE PR” Be 
RW S One 52 TH BK ° 


Pea HEB EAT EE Ad 2 EY HT PES» BEE AS HE TY Be 2 JE Ps DENY 3 
He Be 1 FL YES FAY Bek SB BBG > RADY a DN BE Ba UE FR Pas SH EF 2 ES 
Vibe SEL yr 2 EG FD rid RE ATBD Sees Str eB OY ERE AS A > EEE |] 
AACE Ch ibe PANS EG ESE A» HT ae 


“US th aE BT TD BY Be SER LSE OE EK RAR ERR EAT 
HTP R RRARNLSEYW ORESARMEE LHe 
fe'P EE OR LOK IB A be > BAER SC 
eo LH—-BAVUR RAPVACEHS MEHL WA WA fe 
BT HAY 2 Jeg a RR” 


aN TE 1 HG TO i> ET CP a ° TEA 
TOPS BG BAR VAS OAS HS HL FB HS I T+ DSR A Do ER He BR Hs WS Da EY aH SE 
FE o ADEA > aE HA a Sad IT] > ERAS RUE TT ERE SATS A 
WT PPRR EE > Balt ie 


“ER a WHEELER RRREGERSH—D : MH MY UE Ee 
Sh Fy PEF EK Hin > FAL it BR BE SRS BB a TH ok SEH 2 SP 
AMCs > RARTR AMERE-H HERR SAR 


my 28 
7 ° 


ea di Po Be EE EME — FE > Be SS BH FE SS YR 


“RO TUR RBI ND BRR RA CPR oe 
BRIE BETA AR ER SH RAE LAB HY AR BB 
Waka T Kk RENT SE oe CBI) AER AR 
HY Ae Ho Mh > SL RIE o HAF RIN AR A RA) A — IKE 0 HE 
REAR RIM RARE PRBEAR > BHUERKERRE 
FRE ak St AR ARE” 


FE SRRAN HABE > SPARE RRSP AE Am PRGA TT DU GH SE > LE > 
AE Le PE A= AE ——avtgs » 22 FAL FECES (00 JOUR HU 2S Ps B= 
FOAMAMAG TTT BEREAN — RE A ALA — BE 
AG ° WHINE 81 8664FLE British Journal of Photography (IBA MIEI ) “HBB 
TRIAS: + SEAM ET CLOVE RE AU ESE TERL © EMSC REHAB HITE 
AUR + LAT ALTE SLATE 
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190746 > By ARPATE TES : 


“OK ANB Ba SK ER PR 7S A de FH 
Sit FE HY ERAN GE Tey TE Re RG ARK BAP A HY AR EH HR 
B J WHR °° 


HELA KES KA BARE + 


“AS 5 tek ia BE J&A — EBB ek EBL 5 he BS HY 
Be 76 Fa > aa BD Ee ZB 7) Ba TF oe 
Eo” 


K bis ETE FE FFB 1 90048 (CHG Jk: 


“EA AR EBA BED A er Bl WY 1 A BS de) OE BBL 
NT Ht BU RR NKR AE ERA CRAKE 


RSET A. > Bait GED A HB SR ik ° 


Boa WE 3G TE Ee UE FATT THE FCAT PG a BS B+ A fe — A EE 
K 2 Bilt AME SAE WARE + at A PSC EA LAA a 2 
EV HLS AU RP = EL oh ESE TBR De + Fe PIE PE i te SET 
SWI tes Eo MB Ee ETT AT til St BL Be EERE > TI ide PB AGEHE © Ba 
iE 7 JAN TS * 


“of BL A 7 RBA PA ek eB AI 
Buk ARLAAMARM HERA LEMAR AE 
Ho PRATER ULAR ENR RAT EAE 
Y we AGRELENR: HAMNER BYSTRREE 
th 3” 


EV Ft A Be HAE 8 FH WY TE SA RH 09 2 FE BE 3 
Ft (WIHM ) FR Fr Sete ° (Je HEE ra OR > Be NE He e+ 
UIE LAR BI SHLAE ° SE REIS > Bal Fo 25 BET — a 


“oo BERET AE FH BLM > RRL RE TE By Ro HE 
A 0 A SOM OR TALL RE ET 
i 


Pi Be ae Te > PE AS RE 


“RM RPENA RERELZE KRERMH RACE 
i As AP A ft AP ay EG FR SL a A+ RT A HY 


A) + By Wt MO TF 
« Ht Bd Sd rt Bd A 
me &) ( Ye ) 

fy EW hil) 


SG thE HU IN ear o FAVA > ten SS te EB BR 
FR GR 2 re EZ Eo” 


FR Ei Ra ih IY Fas Hs EF ER) EEL a Di UE Et Fa A EL BR Disk HLA, 
EAE > (AT aT ETH sh ABU» FEL — REE AD ITT 25 BP ITE AS 


"HK REAT RRMA MRE RR RA 
ARE > A EE IG RE REE Eo (Eh et EY aid SO BA ME 
RY RABE PME RUT —RBRA RA-BARY 
He Te] PAT HAR > FEL CRE \ WY OR GS Te Bo BRR HF EE AE TH RO 
Ro FAA | RAC — WM REIT > — HA SARIS 
AY AB Be 7S BY Se AY A A> Be RA Eo te 
ALZhl > RAY RRS eA LIE T RIRMERN 
WE AM MRA IER BORIUARNS BES 
BUA SAR BLT RY °” 


jes (Ee A SPE ee CER Td A A, > Be ES BOR PBL A ak 
BAPE RSL > (FA YA EE Bed PS RL eR y+ SE AS I T° 


Bea tEP GR I TE tin — MTB RY Eek DBL Ao USB Er IY BR PE 
Ea HELIS is RE EO ta 2S HT A SF SV SE: > At Dp A HE 
AA WY ie Hie Wi a TJ? ° Be GE a FE Ha OE LY ER ERS 
“FEAT Wied AHS EAL ART TAL A RY > Te As — “EY 
RAHA PAS 


Bos WOE PB BRL Ha PE ES HS Ve YT (FEW I + AN EW) BBE A 
FSG ¢ — ELE Aut ac AS > Bey WRT ED Ba eH 2 Vi eH EA 
ES) PANES #3 De ead PE (5 Rd Bae) EE TE Do 
PE ith > Wine Ba IAS ARAN SE + (NP GEFE (Elisée Reclus ) HHARAY ° 


“FAL Sa fe do OR 3 od Be IN A RH RA Be 
AREA OR NAR UER HREMRRNSK: BALE 
WY UA PRL Te tae BY ok e+ Td te UA OR BLE HE > RAR BF 
RARE—h HABER A RRSRRH: WK Z oF a 
Ch EFA BY EP Hl aie SE THR AT RPT ERAN © Fl PA ee FB EY te ng FP 
EYE ce > BAP RTA UR RR > AE BE SBE aK Bl 475 SE Eo” 
(AM: WH: CPAP RAB) #—-BZLSG ) 


Fi] FEN EW MBAS + 18554F > Knit - HIGEYE (Alphonse Poitevin ) MRPRHE 
SMBH YER ETE + PEWS En AER ENO + Ie CE RS EA ° he — 
Pose ETS ill» ETD i Tat BL EY il Tat He 52 7s BE Te Fal] ° FERRO > DSR ba 
HG HAY Dk Soh FE AAT AG + HET EH Hehe 5 TT SEY “A” Tak) 
pea ay + ASW MH a > Del BEEN AS HR 
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Bia TY FO Ws FYFE ied Pr EY ll > ASE ll FF 
SSA ° Mae aed TR SEK AENGEWZ\ a] (Sampson Low, Marston and 
Company ) &% > By MME — A — VMAS HR + 38 GBF MA 8 ZA] 
(Autotype Company ) » Wij rt ft (9 DA tie ir BSC BS 9 Bo 2AE Fie ET I eB 4 ETI nl) oe 
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AUN AA CHB BY ARI) MA (SEGA AARP 
By AS Sea URE POR > TP En BE is a a Bae > REE 
AROUSED ELT He BOTY Bla ° 


PS Aes eC Hk Ta EE RP ES AS ATE Fr ASR ET 
EDD it SO oy REI Fs VS se EY ET RH Bl HT Ho a sR TY 8 EF PH 
TE a Ea Ha VT Eso EL PS TSR + ASE ee 2 RT ET ld SO 
MEA PRA LIE > Ti ALS — RF 


bil AE premenaairiasle 

fe CBU SLE BAR) ZH > RE AE > Tee 
CN fa a VF em PE 25 ee ee Ta ° COR HGS Ta Bi) HE > NEE mh FD Sz FB AI ET) 
BS + Tt Cre TTT) FP me i oF We aes AR» Fes Pa? 
FSG a: FB HS OR VER ro SG PIO TK PEE > En EA ET Ha TS BEE ETS 
‘EBay pest Eat > MnP TB ARS 


A 3 Eo AE FET Wi US + RAN EY BE BIL es A FY AK is a EH 2 RS dl 
MEE > TERI MG IE > BHA TE Tea IE ° 
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com a descri¢4o do processo de colotipia (fototipia) S 


aplicado na sua publicacao de 1874, 
Illustrations of China and Its People he Miatce heave I) -G on any 


Dav Galoriup ia 
ao Colodio: 
do papel 


ao vidro 
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Gom, frequéncia 0 viajante supde que w arte pode ser consequida numa 
tarde e que & suficiente deimar para o- tltimo- momento o- sew estudo, pois 
qualquer un pode tirar uma fotografia! Tsto- & unv erro que ha anos venho- 
combatendo- sem sucesso. Pessoalmente pratico a arte ha mais de um 
quarto de século. Continuo a labutar e a tentar acompanha-la, mas ela 
toma a dianteira, ¢ ewsow obrigado- a seguir da melhor forma que posse. 


— John Thomson: Photography and Exploration, 1891 


A quantidade significativa de negativos de colédio humido tirados por 
John Thomson durante as suas viagens memordveis pela China e que chegaram 
até nés, constitui um legado de valor inestimavel. Estes negativos foram usados no 
seu proficuo trabalho, //lustrations of China, que revelou aos leitores ocidentais a 
complexa e sofisticada cultura da nacao chinesa. Thomson era um homem enérgico, 
determinado e talentoso, que dominava o dificil e ainda incerto processo por colddio 
humido de Frederick Scott Archer. Poucos foram aqueles que empreenderam uma 
téo momentosa expedi¢ao; nenhum regressou 4 Europa com imagens de tao elevado 


nivel estético e técnico. 


Em 1860, pouco tempo depois da Sociedade Fotografica de Londres ter 
publicado o seu “Relatério do Comité de Coldédio”, Thomson deixava as Ilhas 
Britanicas a caminho do Extremo Oriente. Antes de investigarmos 0 seu método 
e a forma de trabalhar devemos primeiro atentar nas técnicas de fotografia e na 
invencao de Scott Archer do processo por colédio himido. A primeira relacao 
de John Thomson com a fotografia foi num tempo em que o processo de fixar 
imagens vivia a sua primeira transformacao vital: a passagem do papel ao vidro. 
Tinha progressivamente evoluido e melhorado da sua forma basica, a calotipia, tal 
como inicialmente fora experimentada por William Henry Fox Talbot. Apesar de 
parecerem diferentes, os processos de calotipia e por colddio partilhavam as mesmas 
transformacoes quimicas. Na calotipia, os quimicos ficam retidos na camada superior 


e superficial de uma folha de papel coberta de gelatina. O processo por colddio 


O processamento 
do negativo por 


colédio htmido 


Melhoramentos 
introduzidos 

HO PrOCEsSsSoa Por 
colédio depois de 


1860 


deixa uma camada de pelicula num suporte de vidro e era transparente-virtualmente 
invisivel, especialmente apés a passagem do verniz copal. Era mais puro e menos 
susceptivel 4 contaminac¢ao. Contudo, tal como o papel, 0 colédio era um tipo de 
celulose (algodao). Ambos os processos usavam sais de prata para formar a camada 
sensivel 4 luz; ambos utilizavam iodeto de potdassio para formar iodeto de prata por 
dupla decomposicéo. Ambos os suportes eram expostos htimidos na camara; ambos 
“faziam sair” (revelavam) a imagem através do mesmo agente revelador organico, e 


eram fixados com cianeto de potdssio, mais tarde, com tiossufato de sédio (hypo). 


O fotégrafo tinha de verter numa placa de vidro uma camada de coldédio 
iodado, ou seja, uma solugao de piroxilina contendo potdssio de iodo previamente 
dissolvido em Alcool e éter, distribuir uniformemente a solugdo viscosa por toda a 
placa e deixd-la endurecer ligeiramente sem secar. De imediato tinha de mergulhar 
a placa numa soluc4o que continha nitrato de prata. Isto formava, por um processo 
designado de dupla decomposi¢4o, uma camada de iodeto de prata sensivel a luz 
numa membrana de celulose. Era vital que todas as operag6es fossem realizadas 
enquanto a placa sensibilizada estivesse himida. Fotégrafos do calibre de Thomson 
variavam ou combinavam agentes reveladores, seleccionavam cuidadosamente e 
modificavam a composicg4o de cada um — conforme as circunstancias do momento 


da exposic4o e os niveis de contraste pretendidos para os seus negativos. 


No mais curto espago de tempo, a placa sensibilizada tinha de ser inserida 
num caixilho individual que era colocado na traseira da camara e exposto durante 5 
a 30 segundos. De imediato 0 operador regressava a uma tenda escura, mergulhava 
a placa com a face sensibilizada voltada para cima num tabuleiro de guta-percha 
contendo uma solugao de sulfato de aménio de ferro ou de pirogalol para proceder 
4 revelacao. Quando o detalhe da sombra estava completamente revelado, a placa 
era submetida a um primeiro banho para limpar residuos do revelador, fixada com 
uma forte solugao de cianeto de potdssio e novamente lavada para remover todos 
os residuos. Quando surgia a oportunidade de utilizar uma camara escura bem 
equipada, Thomson seleccionava, preparava e utilizava uma grande variedade de 
redutores e de intensificadores, processos quimicos que elevavam os seus negativos 


aos niveis de exceléncia que caracterizavam o seu trabalho. 


Em alguns aspectos o processo por colédio era mais problematico do que a 
calotipia, especialmente quando se trabalha em locais remotos. O papel era leve e 
seguro de transportar; as placas de vidro eram pesadas e frageis. O colédio himido 
requer que o manipulador prepare a placa na altura da exposigao e que a processe 
imediatamente. Isto significava que tinha de carregar consigo os quimicos e uma 


camara escura e ter acesso a 4gua limpa para lavar a imagem. 


Em 1860 Thomas Sutton, fotdgrafo e escritor prolifico, relatou as conclusdes 


do comité examinador de 


“amostras de, » fotogrey S por colodio... com vista a chegar a ume formula 
definitiva” 
na revista Photographic Notes. A comunidade de fotégrafos estava preocupada 


com a qualidade dos resultados e as dificuldades encontradas ao longo do processo. 


O jovem Thomson teria notado as preocupa¢ées e as recomendagées dos eminentes 
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profissionais consultados na elaboracao deste relatério. De particular interesse para 
Thomson teriam sido os comentarios de Phillip Delamotte, a respeito da capacidade 


das placas sensibilizadas para registar e fixar o fino detalhe das sombras, 


“ Primeiramente no- que diz respeito- w sensibilidade do- colédio- w opiniao- da 


maioria & aw de que & inultrapassdc a 
testemunha o relatério, acrescentando que: 


« Br. Helamotte que trabalhow na luz reduzida do- Grystal Palace env 
Sydenham conv lentes de uma distancia Socal razodwel, Jala de, forma 


confiante w este, respeito” ' 


Isto foi seguido por: 


“Mr: [Francis] Frith que afuma numa carta enviada do- Gairo, env 1 de 
Agosto de 1889: — Acho- este colddio- excessivamente rapido. Tres. dias, 
depois de ter iodado (solucio- de potassio iodado), & possivel tirar uma 

_Sotografia env cinco- segundos, com uma abertura minima usando uma 
objectiva para paisagem (disthncia focal de 15 polegadas) ; e tenho- alguma 
espenancga de conseguir wma série interessante de imagens: instantaneas, 
usando- um diafragma de meia polegada de diametro- numa objectioa para 
retrato- (didmetro- 8G in.). Assim a lente cobre 40 inv. da placa, com uma 
aceitcwel, profundidade de » foo, @ posso- obter uma imagenv suficientemente 
bem revelada com uma eecposicto absolutamente instantinea, veleiros com 
o cordame bem definido, figuras env movimento. etc.” 


John Thomson, que entao considerava a hipétese de se mudar para Singapura 
para se juntar ao seu irm4o que também se dedicava ao negécio da fotografia, estaria 
preocupado com as questées de ordem pratica envolvidas no uso deste processo em 
ambiente tropical. Teria ficado encorajado pelo sucesso de Frith, trabalhando em 
circunstancias tao extraordindrias. Numa carta, datada de 7 de Agosto de 1860, 


quando fotografava as Piramides do Egipto, Frith comentou: 


“Fromos atacados, por milhares, de insectos do- deserto-; w agua & muito ma e 
o- calor & exccessivo. Trabalhei arduamente efiz optimas fotografias. Nada é 
mais, satisfatorio- do- que wactuacgao- do-colédio. G onsigg fotografar patwsagens 
com a abertura minima dw objectioa de patsagenv env quatro- segundos, @ 
tirar dptimas, fotografias, no- pino- do- calor: Galculo- que a temperatura na 
minha tenda miniscula nao seria inferior a 180 graus Fahrenheit; a solucto- 
para revelacto- estava bastante quente.” 


Apesar destas condicées, as fotografias de Frith eram excelentes. 


Thomson bem podia ter sido influenciado pelo escocés Dr. Thomas Keith, 
outro eminente fotégrafo, que aconselhava tirar fotografias apenas quando a luz 
estava no seu melhor, em Edimburgo, de manha cedo ou 4a tardinha. Em 1866 John 


Thomson fez uma observacao semelhante a respeito das regides tropicais: 


“Em geval, env qualquer parte do- Oriente onde vigyel, achei as primeiras, 
horas da manha a melhor altura pare furs y fotograficos... AL temperatura & 


menor; e durante uma ow duas horas w natureza estty env perfeito repouso-; 
— Para reproduzir com a cman estas disttincias, vagas, em que as luzes, 
que incidem nas vfolhas da palmeina eas sombras profundas. dw vfolhagem SMO- 
suavizodas pelw neblinw provocando- umm incertezw sonhadora, ¢ onde of 
objectos de primeiro- plano se destacam num recorte ben definido, exige do- 
operador ume subtil capacidade de manipulacio- e discernimento- artistico-: 
assum, depois de pronto, wv imagenv cyoroacuma-se da natureza, e nio- parece 
simplesmente tocada por ela. &stes efeitos pictoricos s6- podenv ser vistos 
e trabathados por um operador madeugador, que acabard por perceber 
que niio- 26- excothew a horw mais adequada para trabalhar com, ax luzes 
e as sombras: que melhor realcany os, aspectos mais atraentes: da paisagenv 
tropical, como também, nove em cada dex vezes, sera a tinica altura do dia 


env que pode operar conv conforto-, senv arriscale WM insolacao- ow edcpor as) 


suas fotografias w luz.” 


Da observac4o da atmosfera e da luz, Thomson voltou-se para o lado pratico 


do desenho da camara: 


© JU athaota dlace cap nelensro [iia dh anmloa angle s20n. fhorta tin caonee 
quando- eacposta co- calor do-sol. Deve ser portatil no formato“ Kinnear’ ... 
A tinica melhoria que posso- sugerir neste, , formato de camara & w de que 
ayfane mle fein ox edinienda. db ene o mmecndbedasan extn 
dhoter dlo lida de hts. Pum ox ieobuln ce oliaes wale de 


An » 
CaUNara. 


Dadas as circunstancias pouco usuais em que trabalhava, era necessdria 
. a . (<9 “> A 
muita ponderacd4o no uso do mecanismo da “frente que cai” quer numa camara de 


multiplas vistas quer numa de campo. 


Era extremamente dificil para Thomson, em locais tao remotos, obter o 
material basico necessdrio aos procedimentos fotograficos. Ao examinarmos a 
grande variedade de placas utilizadas nos negativos, percebemos que muitas vezes 
ele recortava e reutilizava o vidro anteriormente usado. O procedimento era pouco 
saudavel. Ao relembrar o trabalho na tenda escura portatil por ele concebida e 


construida, deixou o seguinte aviso: 


“Pode trabalhar na sua tenda w sombra _ fresca de uma drvore, tomando- 
todas as precaucoes, para obter uma bow ventilacto- interiors e mesmo Assi, 
apos, dez minutos de trabalho, o ar ter-se tornado nocivo env virtude da 
evaporacao- rapida dos produtos quimicos,, especialmente, quando- toda w 
operacao-, desde o- revestir w placa conv colddio- até » frecer-leav conv ctaneto, & 
realizada no interior . 


E continua: 


A Apos um dia de trabalho numa tenda tao saturada de quimicos, ew proprio- 
sentu que quase me transformara nunv produto. para reoestir wn placa ow 


para servi de impressto~” 


Quando preparava os seus negativos de vidro Thomson recomendava trabalhar 


com uma mistura em partes iguais de alcool e éter; aquele servia para abrandar o 
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grau de evaporacao da camada de colédio liquido antes de atingir 0 ponto de gel, na 
fase que antecede a imersao no banho de prata. Isto permitia ao operador executar 
rapidamente todas as operagdes necessdrias sem qualquer precipitacdo irrevogavel. 


Em condicgées de excessivo calor e humidade ele aconselhava: 


«8 umbom principto-nao- permanecerna sua tenda une segundo- amais do- que 
¢ absolutamente necessario. Revista w sua placa conv colddio- no- eacterior & 
depois de revelada ¢ lavada, fuce conv cianeto- no- exterior; 0 negativo- pode 
ser seco: & posto- de lado- para ser reutilizado- w sew belo- prazer’ 


Temperaturas altas e humidade nao foram os seus unicos problemas. Contou 


que, numa ocasiao em Chefoo: 


“ Sendo- consequido- tinare um fotografia, mandei buscar uma garrefo de agua 
para lavar 0 negativo a uma barraca vizinha, mas assim que retire’ a placa 
do- abrigo- da tenda escura, e nela despejei w agua, o- liquido- congelow w 
Giles Polo pmcanaan ee aration aye mmscnavthentos, «Vain boom 
assistente] estava enfiado na neve quase até aos joelhos com a face enterrada 
nas, mangas: do- casaco,, e quanto- w gaurrafa, w agua, tinha congelado- por 
completo. Apesar destas, dificuldades, transferimo-nos) para uma barraca 
mals, confortdvel, onde conseguimos) descongelar aw placa Junto- a uma 

Sogueira de carvao elavamo-la conr agua quente” . 


Era diminuto ou inexistente o meio de controlar o contraste quando se 
tirava o negativo. Por essa razdo era vital para o fotégrafo controlar a revelacao 
subsequente, as fases de estabilizacao e de nova revelacao. A selecc4o e o uso, de 
forma combinada ou separadamente, dos agentes de revelagao ou de intensificagao 
era uma parte essencial da capacidade de um fotdgrafo ao lidar com a placa himida. 
Thomson descreveu os seus procedimentos e método de trabalho numa série de 
artigos escritos para o British Journal of Photography em 1866. A sua escrita é clara, 


concisa, informativa e esclarecedora da sua excepcional pericia. 
Em 1907 Thomson recorda que: 


“© processo- por colodio- htumido-... era o- parceiro- quimico- ow mectinico- 


maus eocigente para se transporter env qualquer eacbedicao-, & 08 SUS) defeitos 
acentwuavaim-se quando- vagueanw nay florestas, enas selvas tropicais.” 


Em seu beneficio assinalou que: 


“Uma virtude especial deve ser realcada, a de que as, placas, tinham de ser 
excpostas, reoeladas e terminadas no- local, permitindo- perceber O- SUCESSO- OW 


Jalhanco antes de leoantar acampamento.” 


A caracteristica principal (que assegurou a sobrevivéncia do processo até 


meados da década de 1960) foi a de que: 
“0 -detalhe nos negativos de colodio-himido era de uma minicia microscopica 
ao mesmo tempo que apresentavw w melhor gradacio- © qualidade de 
impressao- nunca ultrapassada por mais: nenhunv metodo.” 


Aqui esta uma observagao que poucos se atrevem a questionar. 


O processo ea 


sua concretizag¢gao 


John Thomson era inevitavelmente um homem do seu tempo, com um certo 
nivel de educagao, mas de personalidade extremamente complexa. A sua subtil 
capacidade de controlar o processo por colédio himido adaptava-se ao seu espirito de 
observacao e a sua forma de compreender a cultura chinesa e as pessoas. Era essencial 
ganhar a confianga das pessoas que para ele posavam, através de uma aproximacao 
inteligente 4 sociedade chinesa. Havia um conjunto complexo de normas sociais que 


determinavam a representac4o do corpo humano. Thomson conta: 


As, ecnisi Mun o ite buena dvmmtnw Oo bride Conte | fee cs 

Jorma a resultary wnv p erful de trés, quautos, da vface, isto- porque o- retrato- deve 
mostri-lo- senhor de dois olhos ¢ de duas orelhas, & que w sua face redonda 
seja tao- perfeita quanto a lua cheia. A mesma observincia cuidadosa da 
simetria se deve aplicar a figura completa, wface, igualmente, deve sero mais 
edd onal cman, om Gace diam medina Ue dimen aotraall cas 
ambos os lados. A sombra, tal como dizenv, nao deve excistir” 


Quase todos os seus retratos formais que sobreviveram na colec¢ao fotografica 
WIHM respeitam estas consideracées. Ele era simultaneamente complacente e 
improvisador. Durante a sua visita ao Cambodja, comegou por fotografar o rei: 
“nas suas vestimentas de estado- natioas, wna segunda vez env uniforme de 

um Marechal de campo frances. Porfun, recordo-me de alguma dificuldade 
por cause das) botas, que e julgo- ter terminado- com sua JS Wajestade qa usar wiv 


Contudo, em algumas ocasides decidiu que nao deveria fazer fotografias, 


observando: 


“ Cenho- visto- desafortunados, tomados, pelo- receto- superstictoso, ajoelharem- 
see implorarem-me para nao- lhes tina a sum aparencia ow vida convas lentes: 

Jatais da minha camara. Mas tudo- isto poderia ter acontecido- no- nosso- 
proprio pais n&io- ha muitos anos, quando uma, fotografia era entendida 
como obra do diabo” . 


A ultima situac4o a que farei referéncia sublinha a necessidade de os fotégrafos 
terem atencao 4 sensibilidade das populacées locais que possam interpretar accées 


inocentes como actos diabédlicos: 


“Pevantei-me uma manhir antes do- sob nascer para, fotografar uma velha 
ponte que ali cruza o rio, ¢ finalmente pensei que, tio cedo, fora da cama, 
iria ver-me liore da multidao- citadina; mas, tal como- acontecew, havia um 
mercado mesmo- por cima da ponte... Sé tive tempo de chegar e tirar uma 

Sotografia, quando- uma enorme multidao- veio- w comer env direccio- ao local, 
onde ew estavw perto- do- mew barco- junto- w margen. Sntre wu chuveiro- de 
misseis, desmontei w minha camara, ainda con a fotegrafia por processar 
dentro dela, coloquei debaixo- do- braco- 0 aparelho- ¢ aponte’ o- mew tripe 
metalico contra o adversdrio- que rapidamente se aprocimava, recuei ate ao- 
rio- & conv dificuldade voltei para o- barco. Perdi a tampa da minha camara, 
e as lentes, limpidas. receberam, em troca, salpicos de lama. Apesar de tudo- 
isso a imagem resultow bem, ¢ posso gabar-me de ter tomado- a ponte com 
um ponteiro- de tripe.” 
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A impressao dos 
quatro volumes 
da obra-prima de 
John Thomson: 
Wlestrations of 
China and Its 
People 
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Esta foi uma experiéncia rara. A atencao e o respeito de Thomson para com a 
sensibilidade chinesa parece ter aumentado 4 medida que o tempo passou. As imagens 


que nos deixou da sociedade chinesa so humanas e profundamente complacentes. 


No seu trabalho, Thomson abordou um tema esmagador — a China e os seus 
povos. Ele estava consciente de que a enorme importancia do trabalho requeria um 
nivel de mestria em fotografia. Possuia o temperamento certo e a disposi¢4o que o 
capacitava a perseverar com aquilo que pode ter parecido, por vezes, um processo 
quase impossivel de controlar. As suas observacoes lticidas da forma de operar no 
concreto s4o expressas com a autoridade que confere a experiéncia pessoal, imbuida 


do respeito e do gosto pela “arte do escuro”. 


As fotografias da China tiradas por Thomson foram largamente distribuidas 
e divulgadas por meios nao imediatamente reconheciveis, através de diferentes 
processos autograficos (litografia; impress4o tipogrdafica). Até aos finais do século 
XIX, as suas imagens eram traduzidas e interpretadas por desenhadores e gravadores. 
Por exemplo, nos fundos da Bibliothéque nationale de France, em Paris (colecg4o: 
Société de géographie), existe uma série de imagens enviada a Elisée Reclus para ser 


publicada, que foi previamente anotada por Thomson. 


& uma eorperiencio nova tentar ilustroar: unr lioro- de viagens com vfotografias, 
tao pereciveis @ tao- dificeis de reproduzir alguns, anos atras. Was a arte 
avancow tanto-, que podemos multiplicar as, copias conv w mesma y facilidade, 
e imprimi-las, conv os mesmos materiais das, ccilogravuras e das: Grauouras:. 
all into-me de, cert forma confrante acerca do sucesso- do- empreendimento, @ 
espero- vet O- processo- por munv aplicado- ser adoptado- por owlros otuyantes,; 
pois a, fidelidade dessas imagens permite a maior aproximacio- possivel 
do- leitor w realidade que & representada.” [John Thomson, do texto 
introdutério, //ustrations of China and Its People, Volume 1] 


A impressao por colotipia (fototipia): Em 1855 Alphonse Poitevin registou a 
sua patente em Inglaterra para o seu processo de impress4o fotografica designado de 
colotipia (fototipia), baseado na sensibilidade a luz da gelatina bicromatada. E um 
processo planigrdafico, uma vez que nao ha diferenga fisica entre as 4reas impressas 
e as nao impressas; as partes da camada de gelatina exposta aos raios ultra-violeta 
endurecem, reticulam e tornam-se receptivas 4 tinta gordurosa, enquanto que as 
dreas “negativas” correspondentes retém a 4gua e por esse motivo ndo se deixam 


imprimir. 


Foi este recente e inovador processo de impressao fotomecanico que Thomson 
empregou na impresséo e reproducao das suas imagens. Em conversa com o seu 
editor Sampson Low, Marston and Company, Thomson instruiu a companhia 
impressora Autotype Company para imprimir 0 conjunto dos “ duzentos e dezoito 
retratos fotograficos e vistas” incorporando a sua mais recente versio do processo 
de colotipia; o trabalho, intercalado com texto descritivo, foi impresso pela firma 
Chiswick Press. A tiragem da edicao nao é conhecida mas restam hoje pouco mais de 
40 verses originais completas. A aquisicéo desta raridade, em quatro volumes, pelo 
Museu de Macau foi fortuita; esta em boas condi¢oes de preservacao e parece que o 


corpo central das gravuras foi reunido na fase inicial da impressao. 


Um exame mais rigoroso dos negativos de Thomson que chegaram até nds 
e das placas de vidro interpositivas nos arquivos da Wellcome Trust confirmam 
a perspectiva de que Thomson assumiu um papel fundamental de supervisao na 
impresséo e na produgao da obra em quatro volumes — além daquele que teve 
previamente como fotdgrafo. Nesta altura nem sera preciso mencionar que a forma 
como compreendia e integrava os processos fotograficos e de reprodugao grafica nao 


tinha paralelo na época. 


Pouco tempo antes Thomson tinha sido responsdvel por duas publicacées 
relevantes igualmente ilustradas com fotografias suas: The Antiquities of Cambodia 
com dezasseis impressdes albuminadas, e FooChow and the River Min, com oitenta 
impress6es em carbono, ambas a partir das suas placas negativas originais. A 
vantagem da colotipia sobre ambos os métodos precedentes era a de que permitia 


aumentar a tiragem da edi¢ao acima daquilo que o mercado entdo aceitava. 


Um exame detalhado da colotipia revela a estrutura granular caracteristica 


necessdria 4 reprodu¢ao fidedigna de uma gama continua de tonalidades, da sombra 


mais escura a claridade mais luminosa. 


Colotipia de uma primuldcea mostrando o reticulado, padrao granular caracteristico do processo. 
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with a description of the collotype (phototypie) process 


employed in his 1874 publication, \llustrations of 


China and Its People 
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Vite ad ea) 8G Gage) 


‘Ii is too often supposed by the traveller that the art may bepiched upinan 
afternoon, and that tt is quite fitting that tts study should be lift to the last 
moment, as anyone can take a photograph! This isan eavor which S have 
been combating for years and without success. Personally F have been 
practicing the at for more than a quarter of «a century. TS keep plodding 


or, and a“Ylng lo- heep place with tt, but i forges ahead, and I am left to- 


_Jollow- as best Sy. ‘ 


— John Thomson: Photography and Exploration, 1891 


The survival of a significant quantity of John Thomson’ wet collodion negatives, 
taken during his memorable travels through China, form a legacy of inestimable value. 
These were used for his seminal work, Illustrations of China and Its People, which 
revealed to Western audiences the nation’s complex and sophisticated culture. Thomson 
was a man with energy, determination and ingenuity, who had mastered Frederick Scott 
Archers difficult and still unreliable wet collodion process. Very few individuals had 
undertaken such a momentous expedition; none, had returned to Europe with images of 


such a high aesthetic and technical standard. 


In 1860, the Photographic Society of London published its ‘Report of the Collodion 
Committee’. Shortly afterwards Thomson left the British Isles and set out on his travels 
to the Far East. Before investigating his methodology and working practice we should 
first look at the techniques of photography and the invention of the Scott Archers wet 
collodion process. John Thomson first took up photography at a time when the medium 
was undergoing its first vital transformation: from paper to glass. It had progressively 
evolved and improved from its basic form, the calotype, as first practised by William 
Henry Fox Talbot. While superficially the calotype and collodion processes appear to 
be different, their chemistry was identical. With calotype, the chemicals were retained 
within the upper and surface layers of a sheet of gelatin-sized paper. The collodion process 


The Wet 
Collodion 
INC Cat Te 


Process 


Improvements 
bo tie Wert 
Cig) Wargo en 
PORES ay re 


1860 


laid a layer of film on a glass support and was transparent-virtually invisible, especially 
after receiving after-treatment with copal varnish. It was purer and less susceptible to 
contamination. However, like paper, collodion was a form of cellulose (cotton). Both 
processes used the salts of silver to form the light-sensitive layer; both utilised potassium 
iodide to form silver iodide by double decomposition. Exposed wet in camera; both were 
for a time ‘brought out’ (developed) by using the same organic developing agent, and 
fixed with potassium cyanide but later with sodium thiosulphate (hypo). 


A layer of iodised collodion, that is a solution of Pyroxylin containing potassium 
iodide, previously dissolved in alcohol and ether was poured centrally on to a glass sheet, 
rocked and manipulated by the photographer until the milky viscous solution had been 
distributed evenly over the plate, coagulated but not dried. At this point it was smoothly 
but swiftly immersed in a dipping bath containing silver nitrate. This formed, by a 
process termed double decomposition, a light sensitive layer of silver iodide within the 
cellulose membrane. It was vital that all operations up to and including development were 
carried out whilst the sensitised plate was still moist. Photographers of Thomson’ calibre 
used a variety or combination of developing agents, carefully selecting and modifying the 
formulae of each — in relation to the circumstances extant at the time of exposure and the 


contrast range that they wish to secure in their negatives. 


With the minimum of delay, the wet sensitised plate had to be inserted into a 
single darkslide, placed in the camera back and exposed for between 5 to 30 seconds. 
Immediately afterwards the operator returned to the dark tent, immersed the plate, 
sensitive side up in a gutta-percha tray containing either an ammonio-sulphate of iron 


or pyrogallol developing solution. 


When the shadow detail was fully brought out, the plate was given an initial wash 
to clear any residual developer and fixed with a strong solution of potassium cyanide 
and again washed to remove all residual traces. When able to return to a well equipped 
dark room, Thomson was able to select, prepare and utilise a wide range of reduction, 
intensification, chemical processing techniques to bring all his various negative images up 


to the levels of excellence which characterise his work. 


In some respects the collodion process was more problematical than the calotype, 
especially when working in remote locations. Paper was light and safe to carry; glass 
plates were heavy and fragile. Wet collodion required the operator to prepare/coat the 
plate at the time of exposure, and to develop it immediately. This meant that he had to 


carry the chemicals and a dark tent with him and find clear water to wash the image. 


In 1860 Thomas Sutton, a photographer and prolific writer, reported the results of 


the committee examining 


samples Oo photographic collodion... with a view to arwig al a definite 
JSornula’ 


in the journal, Photographic Notes. The photographic community was concerned 
by the quality of the results and the difficulties encountered in the process. The young 
Thomson would have noted the concerns and recommendations of the eminent 


practitioners consulted for this report. Of particular interest to Thomson would have 
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been comments by Phillip Delamotte, concerning the ability of the sensitised plates to 


record and hold fine shadow detail, 


‘Firstly with regard to- the SCHSULLOCIESS a the collodion the opin oS the 


May orilyy bs: that tt ts unsurpassed 
the report stated, adding that: 


Mt: Delumotte who has worked tr the subdued. light Of the Crystal Palace 
a Sydenham with lenses Of considerable, e focal, length, speaks confidently LU 
this: potnt is 


This was followed by: 


Mr [Francis] Frith in a letter from Catro, 1 August 1889, says. TF 

Jud this collodion exceedingly rapid. Three days oft todising (potassium 
todising solution), tt will take a picture with the smallest aperture of the 
landscape tins. (15-tns, focus) in foe seconds, and SF have some hope of 

getting an interesting series. of instantaneous pictures, by using a stops of 
1 half-an-inch diameter on the portrait lins (8G in. diameter). Lhe lens 
then coves a IH in. plate, with tolerable depth of focus, and F can obtain 
a sufficiently developed picture with an absolutely instantaneous exposure, 
sailing boats with ropes sharp, moving figures, ete.” 


John Thomson, who was considering moving to Singapore to join his brother 
in business, would have been concerned by the practical problems in using the process 
in tropical conditions. He would have been encouraged by Frith’s success, working 
in extraordinary circumstances. In a letter, dated 7” August 1860, when he was 


photographing the Pyramids in Egypt, Frith commented: 


‘We wae devouwedl by thousands Oo sand flies, the water OMY bad, and the 
heat great. J worked hard and took some/ine pictures. Nothing can bemore 
satisfactory than the performances of the collodion. J still get landscapes 
with the smallest aperture of the view lens tn four seconds, and have taken 
capital pictures tr the heat of the day. I should imagine the temperature th 
ny little tent could not be less. than 180 Fatrerheit, the developing solution 


Was: guite hot 
Despite these conditions, Friths photographs were excellent. 


Thomson may well have been influenced by the Scotsman, Dr. Thomas Keith, 
another eminent photographer, who advised taking photographs only when the light was 
at its best, in Edinburgh early in the morning or late in the afternoon. John Thomson 


made a similar observation in tropical regions in 1866: 


Sn any part of the East where S have travelled, SF have generally found 
the early morning to be the best time for photographic purposes...The 
temperature ts lowe: and for an hour or two nature ayoys the most purfect 
ropose;... For the reproduction by the camera of these din distances, where 
the broad lights on the pal leaves. and the deep shadows in the masses of 


Solid CAC softened down to-a adreany ndisttntn ess: by the ust, and whee 
the foreground objects stand out in well-defined reli, rot only os the most 
delicate manipulatory shill called into- ply but nice artistic discarunent te 
the operator, SO- that the pitti when 2 firished Nay look lhe RAM EC, and 
not like a simply fogged, ‘plate. Such pictorial, ‘ ffects. as: these cat only, be 
SCO and dealt with by the early operator; who- will find that he Ras Ot only 
chosen the best time to obtain manageable lights and shadows under which 
the most attractive e features oS optical landscape SCRAY UC brought oul, 
but, Dt 10006 USLOUCES, OU Of teh, Ut ts: the only, lune auring the day wher he 
can opade with confor, and without risk Of sunstroke or sotartsatior Co- 
his photographs. ‘i 


From observing the atmosphere and light, he turned to the practical design of the 


camera: 


‘The camera must be strongly made, and the wood the driest, so as not to 
warp tr the hottest sun. St should be portable and of the “Kinnea® form... 
The only improvement SF can suggest on this form of camera ts that the 
sliding front should be capable of being depressed, so that objects below- the 
line of sight may be photographed without altering the level of the camera.” 


Given some of the unusual circumstances in which he found himself working, 
judicious and extreme use of the falling front’ mechanism of a multi-functional view or 


field camera might well be required. 


It was extremely difficult for Thomson to obtain basic supplies necessary for the 
operation of photography in remote locations. Examination of the wide varieties of glass 
sheet he used for the negatives shows that he often recut and reused glass which had been 
used before. The process was unhealthy. When he recalled working in a darkened tent of 


his own design and construction, he warned: 


‘You MU work with Your Cent in the cool shade S a CE, and take CO“Y 
Precauttow, You INU, y Jor ventilating the UUALTOL. and. L Yel, fia lere 1urultes”” 

work: the rapid coaporation S the chemicals, renders, the al noxtous, 
puticularly wher CO“Y operation, from coating the plate with collodion to 
Saag woth cyanide os conducted inside.’ 


He continued: 


T have 2 fell, YL a days work: tw a tent so thoroughly saturated with 
chemicals that S might alnost be used for coating a plate or prating “por. A 


When preparing his glass negatives Thomson recommended working with a near 
equal mixture of alcohol and ether; the former used to slow down the rate of evaporation 
of the liquid collodion stratum before reaching the gel point, prior to immersion in the 
silver bath. This enabled the operator to execute all necessary operations quickly but 


without undue haste. In excessively hot and humid conditions, he advised: 


Yi isa good vilenot tore We your tent asecond longer thats absolutely 
RCCOESMLY: Coat your plate with colodion outside, ard, having developed 
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with wor ard washed your plate, Juv with wanide outside, fa which the 
negative MU be died, and set aside to- redevdlop a Your leistire.. 


High temperatures and humidity were not the only problems. He tells of an 


occasion at Chefoo: 


‘Having succeeded in taking a photograph, J sent to a neighbouring hut for 

a bottle of water to wash the negative, but no soonn had S withdrawn the 
platefrom the shelter of the dark tent, and poured the water over tt, than the 
liquid froze on tts surface and hung in ticles around its: edge. Ahong [his 
assistant/ was standing nearly knee-deep in snow with his face burted in his 
coat sleeves, and as for the bottle, the water had frozen into-a solid luni. Snr 
spite of these djpiculiies we adjourned to afriendly hut, where we thawed the 
plate over a charcoal fire and washed tt with hot water’ 


There was little or no means of controlling the contrast when taking the negative. 
This made it vital for the photographer to control the subsequent development, stabilisation 
and redevelopment phases of his operations. The selection and use, either in combination 
or singly of developing or intensification agents was an essential part of a wet plate 
photographer's skill. Thomson described his processes and working procedures in a series 
of articles written for the British Journal of Photography in 1866. His writing is clear, 


concise and informative and illuminates his own singular skill. 
In 1907 Thomson recalled that: 


‘The wet collodion PLOCES. .. was the most chemically and mechanically 
CAMNG companion to- be carried on Wy expedition, and tts: ShOrlcomings, 


were accentuated when NU wonderings happened to- be through forests: and 
wopicdl jungle.’ 


In its favour however, he remarked that: 
‘One special ovutue must be noted, and that is that the plates had to- be 


exposed, developed and finished on the spot, so that one was able to WLLL, C 
the SUCCOSS: or fuilire before sUthing carly. 7 


The main characteristic (which ensured the processs survival through to the mid 
19605) was that: 


‘The detail in wet colodion NEYAMOES: OS: Of microscopic muinuteness: whilst 
fPLOSALMNG the finest, gradation and, Pte quality which had never irideed 


been surpassed by Wey known method. : 


An observation that today few would be willing to dispute. 


John Thomson was inevitably a man of his time and western education, but he was 


Process and an extremely complex individual. His sophisticated control of the wet collodion process 


Practice articulates his observation and understanding of the Chinese culture and peoples. It was 
Pa7i emi ice: hire ested essential for him to gain the trust and confidence of his sitters, by taking an intelligent 
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interest in Chinese society. There were complex societal criteria which proscribed the 


representation of the human form. Thomson recounted: 


‘A Chinaman will not suffer himseG.. if he can avotd tt...to be posed so as 
to produce a profile or three-quarter face, his. reason being that the portrait 
must show hin to be possessed of two eyes and two ears, and that his round 

face ts pufect as the full moon. The same cargul observance of symmetry ts 
carried out in the entire pose of the figure, the face, too, must be nearly as 
possible devoid of shadow, or Uf there be any shadow at all, it must be equal 
on both sides. Shadow, as they say should not exist.’ 


Almost all his formal portraits surviving in the WIHM (Wellcome Institute for the 
History of Medicine) photographic collection respect these considerations. He was both 
sympathetic and an improviser. During his visit to Cambodia, he photographed the King 


just: 


‘ wnhis nativerobes of state, and a second time tr the Unjorm of a French 
Fidd Marshall. Inthe latterinstance, Sremember there was some difficulty 
about the boots, which T think ended with his, Majesty borrowing a pair 

_Srom his cook.’ 


However, there were occasions when he decided that no pictures should be taken, 


observing: 


TS have seen unfortunates, stricken with superstitious dread, fall down on 
bended knees and beseech me not to take their likeness or le with the fatal 
lens of ny camera. But all this might have occurred tn our own country not 
many years. ago, where a photograph would have been esteemed a work of 
the devil.’ 


The last picture to which I will refer underlines the need for photographers to take 
into account the sensibilities of the local population who might interpret innocent actions 


as acts of devilry: 


‘TF got up one morning before daybreak to photograph an old bridge across 

the river there, and Tfrally thought that, being so early asti. S should get 
clear of the city mob, but, as tt happened, there was a market held on top of 
the bridge... had pust tine to show myself and take a photograph, wher 

a howling multitude came rushing down to where TF stood near ny boat 
on the shore. Amid a shower of missiles S unscraved my camera, with the 
still undeveloped photograph inside, took the apparatus under my arm, and 
presenting my tron potrted tripod to the rapidly approaching foe, backed 
into therwoerr-and scrambled on board the boat. J lost the cap Of iy CNA, 

and the bright lens received a blach eye of river mud in exchange. However 

the picture turned out a. good one, and I make it my boast that J took the 
bridge at the point of a tripod.’ 


This was a rare experience. Thomson's awareness and respect for Chinese sensibilities 
appears to have increased as time passed. ‘The pictures that he has left us of Chinese society 


are humane and immensely sympathetic. 


Sil 


Lie Printing of 
John Thomson’s 
4 Volume 
Masterwork: 
Illustrations of 
China and Its 
Peo p Ine 
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In his work, Thomson approached an overwhelming subject — China and its 
peoples. He knew and himself considered that the immense importance of the work 
required a reflecting level of mastery in photography. He possessed the right temperament 
and a disposition which enabled him to persevere with what must have, at times, seemed 
to be an almost impossible process to master. His lucid recollections of its operation in 
the field are expressed with the authority grounded in personal experience, infused with 
respect and affection for the ‘black art. 


Thomsons photographs of China were much more widely distributed and 
disseminated in ways which are not immediately apparent; through different autographic 
processes (lithographic; letterpress woodcut). His images were translated and interpreted 
by drafismen and engravers through to the end of the 19° century. In the reserve of 
the Bibliothéque nationale, Paris (collection: Société de géographie), for example, there 
survives a series of annotated Thomson images sent to Elisée Reclus as origination for his 


publication. 


SH is a novel experiment to attempt to illustrate a book of travels with 
photographs, ag few. - YOU'S bach so- perishable, and so djfeult Lo- reproduce. 
But the art ts now so far advanced, that we can multiply the copies with 
the same facility, and print them with the same materials as in the case of 
woodeuts, or engravings. T fee somewhat sanguine about the success: of 
the undertaking, and S hope to see the process which J have thus. applied 
adopted by other travellers, Jor the faithfulness, of such pictures yffords the 
nearest opproach that can be made towards placing the reader actually 
before the scene which is represented.’ (John Thomson, from his introductory 
text, Illustrations of China and Its People, Volume 1) 


The collotype (phototypie) printing process: In 1855 Alphonse Poitevin took out an 
English patent for his phototypie (collotype) photographic printing process, based upon the 
light sensitivity of the dichromated colloids. It is a planographic processes, as such there 
is no physical difference between the printing and non-printing areas; those parts of the 
colloidal layer exposed to ultra-violet light become hardened and reticulated and become 
receptive to greasy ink, whilst the corresponding ‘negative areas are water retentive and 


therefore do not print. 


It was this new, groundbreaking photo-reprographic process that Thomson 
employed to print and reproduce his images. In consultation with his publisher, Sampson 
Low, Marston and Company, he instructed to the Autotype Company to print all the 
two hundred and eighteen photographic portraits and views incorporating their recently 
improved version of the collotype process; the work to be interleaved and collated with 
descriptive letterpress text, printed by the Chiswick Press. The size of the edition is not 
known but to date fewer than 40 complete mint copies are known to survive. The 
acquisition of this rare four volume set by the Macao Museum is fortuitous; it is in a 
remarkably good state of preservation and suggests that the main body of the prints were 
assembled from the earliest phase of the print run. 


Close examination of Thomson’ surviving negatives and glass inter-positives at the 
Wellcome Trust archives substantiate the view that he took a crucially important close 


supervisory role in the printing and production of the four volume work — above and 


beyond that previously undertaken by a photographer. It is worth noting at this point that 
his understanding of the integration of photographic processes and the reprographic arts 


was, unmatched and unparalleled during this time. 


Responsible shortly before for the two seminal publications again illustrated with 
his photographs The Antiquities of Cambodia illustrated with sixteen albumen prints; 
FooChow and the River Min, illustrated with eighty carbon prints, the origination all 
of which were taken from his original glass plate negatives. The advantage of collotype 
above both earlier methods was that the size of the edition could be increased well beyond 
that which the market at the time could bear. 


A detailed examination of the collotype reveals the characteristic granular structure 


required for the accurate replication of a continuous range of tones, from the darkest 


shadow to the brightest highlight. 


me eee 


‘ 


Collotype of a primula flower showing its characteristic reticulated granular structure. 
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Principe Kung 


Prince Kung 
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Cidade de Victoria, Hong Kong 


City of Victoria, Hong-Kong 
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[1869 ] 
The Harbour, Hong-Kong [1869] 
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A Chinese Girl A Hong-Kong Artist 
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The Clock- Tower, Hong-Kong 
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The Praya, Hong-Kong 
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Jui-Lin [Rui Lin], Governor-General of 
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Hoi-how [Haikou], um possivel 
Novo Porto de Tratado, ilha de Hainan 


Hoi-how [Haikou], the Proposed 
New Treaty Port, Island of Hainan 
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The Abbot of the Temple Tea-picking in Canton 
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Physic Street, Canton 
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Bambus em Baksa, Formosa 


Bamboos at Baksa, Formosa 
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A Pepohoan Dwelling 
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A Formosan Catamaran 
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Toucado de Inverno 
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The Abbot and Monks of Kushan 
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A Foochow Detective 
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A Military Officer 
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The Tea Plant 
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Yenping Rapids 
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116 JOU 


ee 
RR ere ees ee 


2 Me 


mas 
ant 


rise 


as 
ce) 


¥ 


-_= 
Wn 5 eas tae ~~ 


Fd 5f = Nanquim 


fr me HT Rm — S Cenano Arsenal de Nanquim 
Nanking 


Scene in Nanking Arsenal 


119 


118 


WE 


ot Et 


Tumulos Ming, Nanquim 
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The Ming Tombs, Nanking 
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Ruinas da Torre Porcelana, 


Ail W HF fA 5% = Kiu-kiang (concessao estrangeira) 


Kiu-kiang (Foreign Settlement) 
Ruins of the Porcelain Tower, 
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Street Groups, Kiu-kiang 
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O cais, Kiu-kiang 


The Wharf, Kiu-kiang 


Tear de tiras 


The Ribbon Loom 
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Serralheiros no trabalho 


Sawyers at Work 


Ruinas em Tai-ping-koong 


Ruins at Tai-ping-koong 
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Hankow (parte habitada pelos nativos) 


Hankow (Native Town) 


Hankow (concess4o estrangeira) 


Hankow (Foreign Settlement) 
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Torre Wu-chang 
[Torre Grou Amarelo] 


Wu-chang Tower 
[Yellow Crane Tower] 


Tripulacéo a tomar 
o pequeno almogo 


Boats Crew at Breakfast 
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Interior de um barco de 
Passageiros nativo 


Interior of Native Travelling 
Boat 


O nosso intérprete chinés 


Our Chinese Interpreter 
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Antros, desfiladeiro I-chang, 
rio Yangtsze 


Cave Dwellings, I-chang Gorge, 
River Yangtsze 


Barcos do comércio de Szechuan 


Szechuan Trading Boats 


py ji] wa we Barcos do comércio de Szechuan AH EB mm Desfiladeiro I-chang [BS Wf Bd] Nativos 
je RR =—_—- 
Szechuan Trading Boats I-chang Gorge Natives 
EE Bi # * YL Canhoneira chinesa, Alto Yangtsze Kee THE THE St Mina de carvao a fp ae Fei Produzindo combustivel 


yy Chinese Gunboat, Upper Yangtsze Coal Mine Making Fuel 
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Be te TA 


We iz Fe ff = Secando o combustivel 


Mineiros de carvao 


Coal Miners Drying Fuel 


WW dt) eB Cabana na montanha, 
provincia de Hupeh [Hubei] 


Cule e cabaz, Szechuan 


Coolie and Creel, Szechuan 


A Mountain Hut, 
Province of Hupeh [Hubei] 


Desfiladeiro Mi-tan, Alto Yangtsze 


Mi-tan Gorge, Upper Yangtsze 
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BFE # Rapido Tsing-tan, Alto Yangtsze BF YL _E iR  Desfiladeiro Lu-kan, Alto Yangtsze 
1 re Bak int Ay 7 AP we 
Tsing-tan Rapid, Upper Yangtsze Lu-kan Gorge, Upper Yangtsze 
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Desfiladeiro Wu-shan, provincia de Szechuan 


Wu-shan Gorge, Province of Szechuan 
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Shen-kwe-fen [Shen Guifen], Tung-sean [Dong Xun] 
e Maou-cheng-he [Mao Changxi], Ministros de Estado 
chinés 


Shen-kwe-fen [Shen Guifen], Tung-sean [Dong Xun], 
and Maou-cheng-he [Mao Changxi], Chinese Ministers of 
State 
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wa FR KK Fe Wen-siang [Wen Xiang], It #¥# HR Me Li Hung-chang [Li Hongzhang], 
M FF Ministro de Estado manchu Ze 7B Governador Geral de Pei-chih-li ae fl YE — Concessao estrangeira 
de Chef 

Wen-siang [Wen Xiang], Li Hung-chang [Li Hongzhang], geek 

Manchu Minister of State Governor-General of Pei-chih-li Chefoo Settlement 
wa dR KK Fe Cheng-lin, Ministro de wae WR A Fe Paou-keun [Bao Yun], Ret CC #2 @ Ruina da Capela da Irmandade, KF it A Homens de Tientsin 
yy Estado manchu yw Ministro de Estado manchu {. # HW wp Tientsin 

Tientsin Men 
Cheng-lin, Manchu Paou-keun [Bao Yun], Ruin of the Sisters’ Chapel, 
Minister of State Manchu Minister of State Tientsin 
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dk &E Ff BB A 1 Entrada do Kwo-tsze-keen ou dt st Bl 8 2  Observatério de Pequim 


Universidade Nacional, Pequim 


Peking Observatory 
Entrance to the Kwo-tsze-keen, 


or National University, Peking 
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dé sf #1 8 Sf  Observatério de Pequim 


Peking Observatory 
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Uma casa de mandarim, 
Pequim 


A Mandarin’ House, 
Peking 


Sala de visitas numa casa 
de mandarim 


Reception Room in a 
Mandarin’s House 


‘AB WY Ke Be 


P4tio interior numa casa de 
mandarim 


An Inner Court in 
a Mandarin’ House 
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Toucado feminino chinés 


Chinese Female Coiffure 


Uma velha mongol 


An Old Mongolian Woman 
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Toucado feminino manchu 


Manchu Female Coiffure 


dé st Bi PY 2 #8 Rua Central, cidade de Pequim 


The Central Street, Chinese City of Peking 
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A Torre Sineira, Pequim 


The Bell Tower, Peking 


Loja de seda pequinense 


A Pekingese Silk-Mercer’s Shop 
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A Torre do Tambor, Pequim 


The Drum Tower, Peking 


Clausura 


A Living Tomb 
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Pedicuro pequinense 


A Pekingese Chiropodist 


Comerciantes de raridades 


Dealers in Curios 
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Demonstracio de chilreios em Pequim 


A Peking Peep-Show 


Vendedor ambulante de fruta e 
hortalica pequinense 


A Pekingese Costermonger 
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Bronzes antigos 


Ancient Bronzes 


Porcelanas antigas 


Ancient Chinese Porcelain Ware 
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Senhoras manchu 


Manchu Ladies 


Senhoras manchu 


Manchu Ladies 
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Noiva e criada manchu 


Manchu Bride and Maid 


Toilete manchu 


Manchu Toilet 
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O Grande Altar em homenagem 
a Confucio, Pequim 


The Great Confucian Altar, 
Peking 


Pai-lau pequinense 


A Pekingese Pai-lau 
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Professor de matematica 
nativo e alunos 


Native Professor of 
Mathematics, and Pupils 


Portadores de letreiros 
ftinebres 


Funeral Bannermen 
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O cenotdafio de marmore, Pequim 


The Marble Cenotaph, Peking 
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dt sf EF EE O altar do Céu ao ar livre, Pequim wa We -E EL Soldado manchu a WR SS fii + Arqueiro manchu 
The Open Altar of Heaven, Peking Manchu Soldier Manchu Archer 
JERK we Oo templo do Céu, Pequim SnhA Mongéis 4] Jt at WW A Coreanos 
= Re BE BG 
The Temple of Heaven, Peking Mongols Coreans [Koreans] 
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HH bel’ | BA A By ] Grande ponte em mdrmore, Yuen-Ming-Yuen! 
+ & fl [Palacio de Verao] 


Great Marble Bridge, Yuen-Ming-Yuen' 
[Summer Palace] 


® fale) “IBA bal” 2A, SU FAY REAIEM © =O “Yuen-Ming-Yuen” nesta fotografia de facto é 0 Palacio de Verao hoje em dia. 


The “Yuen-Ming- Yuen” in this photo in fact is the Summer Palace nowadays. 
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Templo construido em bronze, 
Yuen-Ming-Yuen! [Palacio de Verao] 


The Bronze Temple, 
Yuen-Ming- Yuen! [Summer Palace] 


® fala) “IBA bal” 2 Ay SSL AY REAIEM © =O “Yuen-Ming-Yuen” nesta fotografia de facto é 0 Palacio de Verao hoje em dia. 
The “Yuen-Ming- Yuen” in this photo in fact is the Summer Palace nowadays. 
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Animais em pedra, timulos Ming Fe [& ~Tamulo de Yung-lo 
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Stone Animals, Ming Tombs Tomb of Yung-lo 
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dé sf HE FE Um dos guardas da cidade, Pequim 


Ne 33 


B& AR AY ~~ Catador de sobras 
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One of the City Guard, Peking A Collector of Printed Scraps 
dk wt BR BE Camelo pequinense 2 Uma liteira conduzida por mulas me oO mm Passagem de Nankow 
Pekingese Camel A Mule Litter The Nankow Pass 
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A Grande Muralha da China 


The Great Wall of China 


O Velho Arco, passagem de Nankow 


The Old Arch, Nankow Pass 
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187046 A 2187256 Tel > Bs AA HE As RE > PR APH» 
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Par itt 81 87 25 3k [| BR e+ LE Ta HH ta — FE RE a > IE 
SCF BUM + WA AP iE aC A AP a SR I PE > HE eT CR TT 
TL) > (HBL AR) A (BEBE RYH) SE 
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John Thomson foi um escocés pioneiro da fotografia documental, gedgrafo e escritor 


do século XIX. 


Aindajovem Thomson foi aprendiz numa oficina de instrumentos dpticos e cientificos 
em Edimburgo, periodo durante o qual absorveu os principios da fotografia. 
Frequentou ainda um curso nocturno de arte. Em 1862 partiu para Singapura para 
se juntar ao seu irmao William, fotégrafo de profissao. Nesse mesmo ano estabeleceu 
o seu proprio estudio de fotografia, dando inicio as suas expedicgdes fotograficas pelo 
Extremo Oriente que, ao longo de dez anos, iriam incluir a peninsula da Malasia, a 


ilha de Sumatra, a India e a peninsula da Indochina. 


Depois de ter percorrido o Sudeste Asidtico, Thomson chega a Hong Kong em 1867. 
Funda o J. Thomson Studio nas proximidades da firma Lane Crawford’s Messrs & 
Co. em Queen’s Road. Dois anos mais tarde, vendeu o esttiidio preparando-se para 


as suas expedic6es na China. 


Entre 1870 e 1872, baseado em Hong Kong, fez duas viagens pela China continental. 
Chegou a quase todos os cantos do pais, passando por Cantao, Macau, Swatow, 
Chao-chowfu, Amoy, Formosa, Foochow, Shanghai, Ningpo, Nanquim, Wuhan, 
Tientsin, Pequim chegando até a regido das Trés Gargantas, no rio Yangtze. Com a 
sua inigualavel sensibilidade e soberba técnica fotogrdaficas, Thomson procurou nas 
suas viagens captar todas aquelas vistas que lhe pareceram interessantes. Ao contrario 
de muitos outros fotégrafos ocidentais seus contemporaneos, o seu interesse nao se 
restringiu 4 paisagem exotica chinesa. Durante 0 periodo conturbado dos finais da 
dinastia Qing, Thomson prestou uma especial atenc4o as questées sociais, as formas 
de vida das diversas camadas sociais, as cidades e ao campo, a natureza e ao comércio 


que a abertura dos portos permitiu. 


Thomson regressou a Inglaterra em 1872. Publicou os seus trabalhos fotograficos do 
Extremo Oriente numa série de albuns. As fotografias foram complementadas com 
legendas descritivas. Foochow and the River Min, Illustrations of China and Its People 
e China through the Camera’ Lens sao exemplos de trabalhos seus que ultrapassaram 


o caracter de narrativas de viagem para se tornarem livros de fotografias. 


Mais tarde Thomson dedicou-se a fotografar pessoas comuns nas ruas de Londres. 
O seu trabalho intitulado Street Life in London, publicado em 1878, causou impacto 
imediato. Desta forma firmou 0 seu estatuto de pioneiro da fotografia documental, 
sendo escolhido pela Rainha Victoria como o fotégrafo oficial. Foi ainda consultor 


da Royal Geographical Society até se ter retirado com idade avangada. 
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Biography of John Thomson 
(1837-1921) 


John Thomson was a pioneering Scottish documentary photographer, geographer and 


writer in the 19" century. 


At an early age, Thomson apprenticed in the manufacturing of optical and scientific 
instruments in Edinburgh. During his years of apprenticeship, he learned the principles 
of photography. At the same time, he took art classes in the evening. In 1862 he joined 
his elder brother William, a photographer, in Singapore. In the same year, he established 
his own photographic studio and began his extensive ten-year photographic expeditions in 
the Far East, including the mainland territories of Malaya, the island of Sumatra, India, 
the Indo-China Peninsula and so on. 


After his journey in South East Asia, Thomson arrived in Hong Kong in 1867. He 
established J. Thomson Studio next to Lane Crawford’s Messrs & Co. on Queen’ Road. 
Two years later, he sold the studio so that he could better prepare himself for his expeditions 


in China. 


During the years between 1870 and 1872, taking Hong Kong as his base, he travelled to 
the mainland of China twice. His footprints reached almost every corner of the country, 
including Canton, Macao, Swatow, Chao-chowfu, Amoy, Taiwan, Foochow, Shanghai, 
Ningpo, Nanking, Wuhan, Tientsin, Peking and as far as the Three Gorges in the 
Yangtze River. With his unique sense of photographic sensitivity and superb techniques, 
Thomson captured all the interesting sights he saw on these trips. Unlike most western 
photographers of his time, Thomson's focus did not rest solely on the exotic scenery of 
China. During the tumultuous period of the late Qing Dynasty, Thomson paid special 
attention to social conditions, the lives of Chinese from all walks of life, the cities and 
the countryside, the natural environment and trade at various trading ports after they 


were opened. 


Thomson returned to England in 1872. He turned the photographic works of his 
Far East journey into a series of illustrated photographic books. The photographs were 
supplemented with descriptive captions. Foochow and the River Min, Illustrations of 
China and Its People and China through the Camera's Lens are a few examples of his 
works that became not only travelogues but equally books of photographs. 


Thomson later devoted himself to the photographing of ordinary people on the streets of 
London. His other book entitled Street Life in London, published in 1878, caused an 
instant sensation. Thomson’ status as a pioneering documentary photographer was then 
established and he became the appointed royal photographer by Queen Victoria. He was 
also a consultant of the Royal Geographical Society until he retired in his old age. 
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